






















Death as Poetics of Dislocation in the Global South: 
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The Third Space of Death: 













































































































Je	bois	par	les	oreilles	 	 [I	drink	through	my	ears	J’entends	avec	les	six	doigts		 I	listen	with	ten	fingers	J’ai	une	langue	qui	voit	tout			 I	have	a	tongue	that	sees	all	Un	odorat	radar	qui	capte		 	 A	radar-smell	that	picks	up		Les	ondes	du	Cœur	humain			 The	waves	of	the	human	heart	Et	un	toucher	qui	perçoit		 	 And	a	touch	that	sees	smells	A	distance	les	odeurs.	 	 From	a	distance]120		Much	like	it	was	the	case	for	the	nineteenth	century	French	romantic	poets,	synesthesia	opens	the	doors	of	perception	and	grants	access	to	a	deeper	form	of	gnosis.		This	knowledge	of	spiritual	mysteries	allows	the	zombie	to	travel	into	the	past	and	across	the	line	that	separates	life	and	death.		The	zombie’s	sixth	sense	gives	him	the	ability	to	communicate	with	the	dead	and,	in	so	doing,	becomes	their	voice:	
Quant	à	mon	sixième	sens		 	 As	for	my	sixth	sense	C’est	un	détecteur	de	morts		 It	is	a	detector	of	death	Je	sais	où	sont	enterrés		 	 I	know	where	our	millions	Nos	millions	de	cadavres…		 	 Of	bodies	are	buried…	Ecoutez	ma	voix	de	zombi	 	 Listen	to	my	zombie	voice	En	l’honneur	de	nos	morts...		 In	honor	of	our	dead…]121		And	yet,	this	faculty	to	unearth	the	past	and	to	give	it	a	concrete	voice	is	coupled	with	the	zombie’s	repetitive	use	of	the	pronoun	“je,”	drawing	attention	to	his	individual	and	direct	involvement	in	the	suffering	described	in	the	poem.			It	becomes	evident	that	Cap’tain	zombi	has	more	than	one	role	in	Depestre’s	poetic	drama.		The	zombie	does	not	stop	at	denouncing	past	
																																																								120	Depestre,	“Un	Arc-en-ciel,”	146.	121	Rainbow,	146-147.	
															 90crimes	revealed	to	him,	but	carries	their	imprint	on	his	own	body	and	becomes	one	with	the	pain.		He	proclaims	mournfully:		“Je	suis	peuplé	de	cadavres/Peuplé	de	râles	d’agonies/Je	suis	une	marée	de	plaies/De	cris	de	pus	de	caillots”	[I	am	teeming	with	corpses/I	am	a	tide	of	wounds/Of	cries	of	pus	of	blood	clots].122		His	complete	identification	with	the	visions	of	torture	is	precisely	what	affords	him	the	power	to	serve	as	transformational	martyr.		Just	like	Girard’s	pharmakos	is	a	victim	of	all	sorts	of	insults	and	violence,	Depestre’s	zombie	undergoes	the	degradation	experienced	by	those	for	whom	he	has	become	a	spokesman.		The	physical	violence	he	willingly	endures	and	carries	on	his	body,	like	we	saw	with	the	pharmakos,	is	the	prerequisite	for	the	transformation	the	poem	has	set	to	accomplish.		Girard’s	explanation	is	key	because	“	the	victim	must	draw	unto	himself	all	the	malefic	violence	to	transform	it…	into	beneficial	violence,	into	peace	and	fertility”.123		That	being	the	case,	Cap’tain	zombie,	in	conjunction	with	the	other	fifteen	Loas	participating	in	the	ritual,	becomes	an	essential	instrument	for	bringing	about	a	Vodou	genesis,	namely	a	reversal	of	violence,	which	if	left	unchecked	could	lead	to	the	world’s	destruction.124			The	zombie	has	therefore	been	refashioned,	in	Depestre’s	imagination,	into	a	Haitian	healing	divinity	with	the	potential	to	transform																																																									122	Rainbow,	146-147.	123	René	Girard,	La	Violence	et	le	Sacré.		Paris:	Editions	Grasset	et	Fasquelle,	1972.	144.	124	Rainbow,	251.		In	note	1	to	the	section	“The	Early	Morning	Bath”	provided	by	Joan	Dayan	in	her	translation	of	the	poem,	she	indicates:	“this	new	bath	is	a	symbol	of	the	‘lavé-tête’	ritual	in	Voodoo,	an	act	of	spiritual	genesis	that	induces	the	birth	of	a	soul	through	the	cleansing	properties	of	water.”	
															 91not	just	Haiti	but	the	entire	planet.		The	poet	has	recovered	the	Vodou	tradition	to	transform	the	zombie,	an	object	of	dread,	into	a	rhapsody	of	human	renewal.		The	mournful	complaint	of	the	zombie	and	his	participation	in	the	ritual	bath	make	possible	the	final	image	of	a	“little	Haitian	lamp”	illuminating	the	way	for	man’s	flight	towards	freedom:	…une	petite	lampe	haïtienne	 		[…a	little	Haitian	lamp	Qui	essuis	en	riant	ses	larmes	 		That	wipes	away	its	tears	while			 	 	 	 	 	 smiling	Et	d’un	seul	coup	d’ailes	s’élève	 		And	with	one	beat	of	its	wings	Pour	être	à	tout	jamais	un	homme	 		Rises	for	ever	and	ever	a	man	Jusqu’aux	confins	du	ciel	debout	 		As	far	as	the	ends	of	the	sky			 	 	 	 	 	 upright	Et	libre	dans	la	verte	innocence	 		And	free	in	the	green	innocence]		We	are	far	from	the	representation	of	the	zombie	as	an	alienated	individual,	as	a	voiceless	victim,	or	worse,	as	an	insane	and	unconscious	creature.		Depestre	makes	sure	this	reversal	is	palpable	when	the	zombie	addresses	the	white	world	and	summons	them	to	listen,	at	least	seven	times,	to	his	account.		The	refrain	“Ecoutez	monde	blanc”	[Listen	white	world]	leaves	very	little	ambiguity	about	the	zombie’s	function	within	the	poet’s	spiritual	possession	by	the	Loas.		He	has	been	transformed	into	the	voice	of	all	the	racially	oppressed	across	the	globe.		And	in	this	gesture,	Depestre	deterritorializes	the	zombie’s	complaint	out	of	Haiti	and	into	a	larger	black	Atlantic	experience.		This	explains	why	Depestre	assembles	a	long	list	of	crimes	perpetrated	by	a	white	Christian	West	across	the	planet,	and	puts	them	in	the	lips	of	Cap’tain	Zombi	as	he	confronts	the	family	at	the	center	of	the	ritual	by	declaring:		
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Santiago Gamboa’s Poetics of Failure	 	No	es	la	historia	de	los	paises,	sino	la	vidas	de	los	hombres		Charles	Bukowski,	The	Roominghouse	Madrigals		Mysterious	corpses,	missing	persons	and	puzzling	suicides	give	Santiago	Gamboa	the	creative	arsenal	to	portray	a	decaying	globalized	society	that	no	longer	can	be	contained	within	one	set	of	national	borders.		Whereas	representations	of	death—via	zombies	and	mourning—allowed	René	Depestre	and	Maryse	Condé	to	question	and	escape	the	ideological	programs	and	aesthetic	formulas	of	their	native	islands	by	unbinding	their	writing	from	the	bordered	frames	of	reference	through	which	literary	production	in	Haiti	and	Guadeloupe	had	been	conceived	and	interpreted,	Santiago	Gamboa’s	engagement	with	the	noir	detective	novel,	or	novela	
negra,	helps	the	writer	to	extract	his	writing	from	a	confining	Colombian	national	field	and	deepen	his	generation’s	rupture	with	Latin	American	boom	literature.		When	he	locates	his	writing	in	a	global	space	and	uses	the	novel	as	a	conduit	for	dwelling,	exploring,	and	aestheticizing	the	contradictions	of	a	planetary	society,	he	escapes	the	burden	of	a	national	particularism	and	positions	himself	among	other	great	writers	of	western	culture.			
While	it	is	true	that	the	break	with	Realismo	Magico	and	with	the	aesthetic	tenets	of	the	Latin	American	“boom”	encompasses	an	entire	generation	of	writers	who	refused	to	submit	to	an	overused	form	of	writing,	which	they	considered	for	the	
															 239	consumption	of	Europe	and	North	America—where	Latin	America	was	erected	as	a	monolithic	space	of	exoticism,	flight,	and	leftist	revolution—Gamboa	takes	this	rupture	even	further.	One	more	time	representations	of	death	crack	open	the	container	of	the	nation-state.		By	anchoring	many	of	his	texts	outside	of	Latin	America—in	cities	like	Paris,	Bangkok,	and	Jerusalem	to	name	a	few—and	by	giving	life	to	characters	from	different	continents,	he	challenges	the	stipulation	that	Global	South	artists,	presumably	writing	from	the	literary	periphery,	should	circumscribe	their	imagination	to	representing	the	political	and	social	condition	of	the	countries	of	their	birth.	This	is	not	to	say	that	Gamboa	rejects	or	refuses	to	acknowledge	Colombia	and	its	reality	in	his	writing.		After	all,	every	avatar	of	the	writer-narrator	found	in	his	novels	contains	autobiographical	elements	that	point	to	the	author’s	origins—they	are	writers	from	Bogota	living	abroad	as	journalists—but	rather	it’s	his	way	of	arguing	that	the	writer’s	nationality	should	not	become	the	pivotal	factor	for	apprehending	the	significance	of	any	novel,	nor	dictating	the	direction	of	his	writing.		To	be	clear,	Gamboa	never	denies	Colombia	and	Bogota,	the	place	of	his	birth,	but	rather	dislocates	the	prominence	of	this	geographical	detail	to	bring	out	instead	the	encounter	with	the	Tout-Monde.		When	gesturing	towards	this	new	global	reality,	Gamboa	is	trying,	on	the	one	hand,	to	understand	the	new	forces	shaping	the	experience	of	the	world,	while,	on	the	other,	striving	to	secure	his	own	place	in	the	global	imagination.	
The	glissantian	neologism	“Tout-Monde”,	which	conveys	both	a	perception	of	a	borderless	world	and	a	form	of	cognition	where	events	and	people	in	the	most	distant	of	places	have	reverberations	the	world	over,	reflects	how	Santiago	Gamboa	
															 240	sees	the	world	and	renders	it	in	his	writing.		His	attitude	towards	the	world	is	recognizable	in	what	Edouard	Glissant	calls	the	tales	of	the	Tout	Monde	(“les	récits	du	Tout-monde”),	a	poetic	theorization	that	appears	throughout	the	Martinican	writer’s	oeuvre	as	he	invites	readers	and	writers	to	join	in	a	quest	for	the	world:			
Les	récits	du	monde	courent	en	ronde,	ils	ne	suivent	pas	la	ligne,	ils	sont	impertinents	de	tant	de	souffles,	dont	la	source	est	insoupçonnée.		Ils	dévalent	en	tous	sens.364			This	non-linear	assemblage	of	innumerable	influences	(“tant	de	souffles”),	stories	stemming	from	the	most	unexpected	places	(“insoupçonnée”)	that	hurtle	and	swirl	into	the	vortex	of	the	text	while	heading	in	the	many	directions	his	plots	take	the	reader	(“dévalent	en	tous	sens”)	correctly	describes	the	way	Gamboa	carries	forth	his	vision	of	place	in	his	novels.		This	is	an	irreducible	conception	of	the	world	that	is	made	larger	with	every	character	and	lacks	a	center	since	his	plots	refuse	to	remain	anchored	in	one	place,	continent,	or	hemisphere.		
LE	LIEU:	–	Il	est	incontournable.		Mais	si	vous	désirez	de	profiter	dans	ce	lieu	qui	vous	a	été	donné,	réfléchissez	que	désormais	tous	les	lieux	du	monde	se	rencontrent…	que	le	lieu	s’agrandit	de	son	centre	irréductible,	tous	autant	que	de	ses	bordures	incalculables.365	The	richness	of	the	French	word	Glissant	chooses—“Incontournable”	does	not	fully	translate	into	English	but	it	contains	both	the	idea	that	it	is	unavoidable,	indispensable,	and	whose	contours	cannot	be	traced.		This	is	a	sharp	shift	in	focus	on	Gamboa’s	part	since,	for	most	of	the	second	half	of	the	twentieth	century,	Colombian	writers	sought	to	grow	a	national	literary	tradition	by	anchoring	their																																																									364	Edouard	Glissant,	Tout-monde.		Paris:	Gallimard,	1993.	71.	365	Edouard	Glissant,	Tout-monde,	31.		
															 241	novels	within	the	South	American	country	and	by	addressing	in	their	narratives	the	social	and	political	problems	affecting	their	native	countries.			
If	Maryse	Condé	imagines	writers	who	must	face	the	predicament	of	their	literary	failure	within	a	closed	West	Indian	community	as	the	necessary	prelude	for	her	own	entry	into	the	World	Republic	of	Letters,	Santiago	Gamboa,	in	a	very	similar	way,	puts	his	character’s	defeats	and	tragic	destinies	to	use	as	a	narrative	ploy	to	secure	his	space	in	world	literature.		There	is	in	Gamboa’s	writing	a	poetics	of	failure,	an	insistence	on	representing	the	degradation	of	a	globalized	urban	space	as	a	way	not	just	to	survey	the	crisis	of	a	world	where	national	frames	of	reference	have	ceased	to	provide	meaning	and	a	sense	of	connection	for	individuals,	but	also	how	this	dislocation	can	be	the	source	for	new	ways	to	imagine	existence	as	well.			
To	better	seize	Gamboa’s	commitment	to	dislocate	his	writing	from	a	Latin	American	and	Colombian	traditions	calls	for	a	brief	survey	of	these	fields.		This	abridged	look	at	the	region	thus	precedes	the	first	part	of	the	chapter,	which	looks	at	how	the	novel	for	Gamboa	constitutes	a	space	of	crisis.		His	urban	novels,	where	Paris,	Bangkok,	Tokyo	and	Jerusalem	become	characters	in	their	own	right,	function	as	the	ideal	backdrops	for	an	exploration	of	a	series	of	crises:		the	destruction	of	the	concept	of	Latin	American	literature;	the	explosion	of	the	nation-state’s	borders;	the	collapse	of	meaning	in	the	twenty-first	century.		This	priority	given	to	the	city	is	characteristic	of	the	literary	genre	Gamboa	undertakes	in	his	writing.		In	turn,	the	second	part	of	the	chapter	will	survey	the	writer’s	participation	in	the	rewriting	of	the	Latin	American	hard-boiled	novel	or	Novela	Negra.		When	Gamboa	engages	with	
															 242	the	tradition	that	began	with	Edgar	Allan	Poe,	flourished	with	Dashiell	Hammett	and	Raymond	Chandler	in	the	United	States	and	traveled	to	Ibero-America	with	Paco	Ignacio	Taibo	II	and	Manuel	Vasquez	Montalvan,	he	is	entering	a	literary	conversation	that	takes	him	out	of	the	confines	of	Colombia	and	connects	him	with	universal	literature.		This	literary	dialogue	with	a	host	of	international	writers	allows	him	to	participate	and	prolong	the	social	critique	that	characterizes	the	genre.		The	third	and	final	section	of	the	chapter	looks	at	Gamboa’s	poetics	of	failure,	which	in	his	fictionalized	world	constitutes	an	endless	source	of	beauty	where	it	is	precisely	the	most	difficult	moments	that	are	also	the	richest	in	terms	of	poetry.					
4.1	Neither	Realismo	Magico	nor	Narconovelas	
Much	has	been	written	about	the	Latin	American	boom	writers	who,	inspired	by	the	promise	of	the	Cuban	Revolution	that	seized	the	imagination	of	the	entire	region	and	responding	to	the	cultural	climate	of	the	Cold	War,	crafted	a	new	literary	language	to	represent—with	unprecedented	authenticity	—a	world	of	social,	political	and	economic	contradictions.		These	utopian	fictionalized	worlds,	where	real	events	coexist	with	magical	occurrences	and	explain	long	and	tragic	national	histories,	were	met	eagerly	by	a	disillusioned	Western	world	that	wanted	to	escape	its	own	exhausted	imagination	and	demanded	the	very	same	images	these	writers	were	too	happy	to	provide.366		Despite	their	self-proclaimed	affiliation	to	Latin	
																																																								366	Realismo	magico	has	been	heavily	critiqued	as	a	literary	and	marketing	ploy	that	profited	from	the	expansion	of	a	market,	or	in	Angel	Rama’s	analysis	the	“absorption	of	literature	within	the	mechanisms	of	consumer	society”.		Angel	Rama,	“El	‘boom’	en	perspectiva,”	Mas	allá	del	boom:	Literatura	y	Mercado.		Ed.	David	Viñas.		Mexico:	Marcha	Editores,	1981.		For	Neil	Larson	in	Reading	North	by	South:	On	Latin	
															 243	America,	writers	and	their	texts	were	firmly	situated	in	the	nation.		For	two	decades,	there	is	a	regional	obsession	with	affirming	the	nation	and	exploring	the	foundering	of	its	sovereignty	through	a	mythic	reconstruction	of	reality.367		For	Jean	Franco	Latin	American	literature	is	both	a	victim	and	leading	protagonist	of	the	Cold	War	since	a	large	portion	of	the	first	part	of	twentieth	century—formative	years	for	the	solidification	and	projection	of	a	national	Colombian	consciousness	in	writing—is	centered	on	responding	to	the	cultural	pressures	of	the	United	States	in	its	application	of	the	Monroe	Doctrine.368	
Although	national	unity	was	more	a	political	ideal	than	a	literary	reality	throughout	the	nineteenth	and	early	twentieth	centuries,	after	a	period	known	as	La	
Violencia	the	rise	of	a	national	consciousness	is	reflected	in	Colombian	fiction.369		The	social	calamity	of	a	bloody	civil	war	that	lasted	over	a	decade	(1946-1958)	and	the	modernization	of	the	country’s	system	of	transportation—whose	absence	had	kept	the	nation	isolated	into	four	semi-autonomous	regions—bring	about	a	sense	of	national	unity,	a	new	vision	that	finds	itself	reflected	in	the	country’s	cultural																																																																																																																																																																						
American	Literature,	Culture,	and	Politics,	the	Latin	American	“boom”	is	an	apolitical	product	of	the	Cold	War’s	influence	in	the	region	and	a	form	of	“modernism	that,	while	remaining,	as	the	Old	Left	might	have	put	it,	‘right’	in	essence,	nevertheless	finds	itself	for	a	time	in	the	peculiar	historical	conjuncture	of	being	‘left’	in	appearance.”	367	Jean	Franco,	The	Decline	and	Fall	of	the	Lettered	City:	Latin	America	in	the	Cold	
War.	Cambridge	Massachussets:	Harvard	University	Press,	2002.		7:	“though	the	writers	of	the	1960s	considered	themselves	Latin	American,	they	were	for	the	most	part	firmly	situated	within	their	respective	nations,	and	the	autonomy	of	the	literary	work	mirrored	the	ideal	of	the	autonomous	nation	that	was	to	be	restore	to	the	people	from	whom	it	had	been	confiscated.”	368	Ibid.	369	Raymond	Leslie	Williams,	The	Colombian	Novel,	1844-1987.	Austin:		University	of	Texas	Press,	1991.	17.	
															 244	expressions.370		According	to	Williams,	Colombia’s	literary	tradition	emerges	out	of	not	one,	but	rather	four	semi-autonomous	regions:	Interior	Highlands,	the	Costa,	Greater	Antioquia,	and	Greater	Cauca.371		The	newly	conceived	national	unity,	replacing	a	long	history	of	regionalism,	is	reinforced	thanks	to	the	unprecedented	success	and	subsequent	positioning	of	Latin	America	within	the	World	Republic	of	
Letters.		Gabriel	Garcia	Marquez’s	receipt	of	the	Nobel	Prize	of	Literature	in	1982,	in	particular,	marks	a	before	and	after	moment	in	Colombia	writing.		His	international	critical	and	commercial	success	across	Europe	and	the	United	States	would	further	consolidate	the	idea	of	a	national,	authentic,	and	particular	Colombian	culture	that	should	and	could	be	portrayed	in	writing.			
Literature	was	called	to	reflect	the	national	conditions,	in	all	its	perceived	magical	realist	particularities,	as	the	most	effective	way	to	secure	Colombia’s	entrance	into	universal	culture.372		It	is	worth	calling	to	mind	Gabriel	Garcia	Marquez’s	jeremiad	of	1960	where	he	bemoans	the	infertility	of	a	national	literary	field	and	accuses	Colombian	writers	of	lacking	the	talent,	the	will,	and	the	patriotic	sentiment	to	contribute	to	the	novelistic	genre	that	would	bring	about	the	emergence	of	an	authentic	national	identity.		His	recrimination	of	a	lack	of	national																																																									370	For	more	information	on	“La	Violencia,”	the	civil	war	that	claimed	between	200,000	and	300,000	victims	in	a	period	of	roughly	ten	years	(1946-1958)	see	Fals	Borda,	Guzman	Campos,	and	Umaña	Luna,	La	Violencia	en	Colombia.		Bogota:		Carlos	Valencia	Editores,	1980.	371	Williams	explains	this	atypical	feature	of	Colombia’s	literature	by	highlighting	the	mountainous	topography	of	the	Andes	and	the	lack	of	an	interregional	transportation	infrastructure.			372	Gabriel	Garcia	Marquez,	“La	Literatura	colombiana,	un	fraude	a	la	nacion,”	Accion	
Liberal,	No.	2,	April	1960,	pp.	44-47.	un	autentico	sentido	de	lo	nacional…	la	condicion	mas	segura	para	que	sus	obras	tuvieran	una	proyeccion	universal”.			
															 245	sentiment	and	theories	explaining	the	reason	why	Colombian	letters	have	failed	to	develop	prove	prophetic	considering	he	is	awarded—thanks	to	his	mythic	portrayal	of	Macondo—the	most	coveted	international	prize	of	literature	and	utmost	sign	of	universal	consecration.373		Notwithstanding,	the	unparalleled	success	of	Magical	Realism	and	the	stereotypes	of	a	Latin	American	identity	that	it	erected	would	prove	asphyxiating	for	an	entire	generation	of	writers.			
After	the	collapse	of	the	Berlin	wall,	the	nineties	usher	a	radical	and	fundamental	rupture	with	the	principles	of	Magical	Realism	in	Latin	American	writing.		In	Colombia,	“la	Generacion	Mutante”	according	to	Orlando	Mejia	Rivera,	finds	its	voice	in	the	encounter	with	a	post-Macondo	universe	that	has	yet	to	be	named,	shares	an	intellectual	field	that	is	anchored	on	a	renewed	faith	on	realist	descriptions,	and	holds	back	its	political	leftist	pronouncements.374		Santiago	Gamboa’s	“mutant	generation”	finds	echoes	in	and	affinities	with	other	similar	redefinitions	of	Latin	American	writing	across	the	continent.	His	work	is	included	in	
McOndo	(1996)	and	Lineas	Aereas	(1999),	two	regional	anthologies	whose																																																									373	While	it	is	true	that	Garcia	Marquez	leaves	the	national	frontier	in	the	short	stories	Doce	Cuentos	Peregrinos	(1992),	when	the	writer	stages	his	narratives	outside	of	Colombia,	in	European	desolate	streets	and	aboard	planes	next	to	mysterious	beautiful	sleeping	women,	Macondo	travels	with	him.		In	Luz	Mary	Giraldo’s	formula	“Macondo	va	a	Europa.”		Luz	Mary	Giraldo,	Mas	alla	de	de	Macondo	
Tradición	y	rupturas	literarias.		Bogota:	Universidad	del	Externado,	2006.	38.			374	Orlando	Mejia	Rivera,	La	Generacion	Mutante:	Nuevos	Narradores		Colombianos.		Manizales:	Editorial	Universidad	de	Caldas,	2002.	36:	“este	grupo	de	escritores	encontraron	otra	memoria	del	‘agua	de	tilo	y	la	magdalena’	diferente	a	la	memoria	de	Gabo	y	no	porque	no	lo	hayan	leído	o	lo	rechacen,	sino	debido	a	que	el	universo	de	Macondo	ha	sido	asimilado	como	otra	gran	cosmos	de	la	literatura	universal,	pero	lejano	y	admirado	como	se	reconoce	la	luminosidad	de	las	constelaciones	de	la	noche.			La	generación	mutante	ha	leído	a	García	Márquez,	como	se	lee	a	Homero,	a	Joyce,	a	Proust,	a	Balzac…su	ruptura	estética	radica	en	que	hallaron	su	voz	narrativa	en	el	encuentro	con	un	mundo	literario	postmacondiano.”		
															 246	respective	prefaces	by	Alberto	Fuguet	and	Eduardo	Becerra	spell	out	a	new	theoretical	positioning	for	a	younger	generation	of	writers.		They	both	dismiss	the	reductive	portrayal	of	a	rural	Latin	America	and	the	politically	engaged	literature	of	the	boom	to	turn	instead	towards	highlighting	the	modern	urban	elements	where	the	individual	takes	precedence	over	the	community.375		The	year	of	1996	also	sees	the	publication	of	the	“Crack	Manifesto”	in	Mexico,	which	heralds	a	new	era	in	writing	after	a	period	of	exhaustion	due	to—what	they	consider	to	be—an	obsessive	redeployment	of	the	formulaic	tenets	of	Magical	Realism.376		For	Hector	Hoyos	the	year	of	1989—with	the	end	of	the	Pinochet	regime	in	Chile	and	the	escalation	of	Colombia’s	violent	war	of	drugs—brings	about	a	profound	aesthetic	and	political	change	to	Latin	America,	which	can	be	seen	in	the	way	writers	in	the	region	position	their	novels	in	global	terms.377			
																																																								375	Eduardo	Becerra	Ed.		Lineas	Aereas.		Madrid:		Ediciones	Lengua	de	Trapo,	1999.		XX.	“A	pesar	de	los	años	transcurridos	y	de	los	numerosos	cambios	que	los	procesos	históricos	de	las	ultimas	décadas	han	traído	consigo,	el	narrador	de	esa	tierras	es	una	figura	condenada	todavía	a	desmentir	ciertos	modelos	tan	arraigados	como	reduccionistas	en	el	imaginario	colectivo	de	amplios	sectores	del	mundo	literario	de	Europa	y	Estados	Unidos,	e	incluso	la	propia	Latino	América”	Alberto	Fuguet	Sergio	Gomez,	eds.	McOndo.		Barcelona:	Mondadori,	1996.	“No	desconocemos	lo	exótico	y	variopinta	de	la	cultura	y	costumbres	de	nuestros	países,	pero	no	es	posible	aceptar	los	esencialismos	reduccionistas,	y	creer	que	aquí	todo	el	mundo	anda	con	sombrero	y	vive	en	los	arboles…Los	más	ortodoxos	creen	que	lo	latinoamericano	es	lo	indígena,	lo	folklórico,	lo	izquierdista.”			376	Jorge	Volpi,	Eloy	Urroz,	Ignacio	Padilla,	Ricardo	Chávez	Castañeda,	Pedro	Angel	Palou,	“Manifiesto	Crack,”	Lateral	Revista	de	Cultura,	70,	septiembre	2000.	“Hay	más	bien	una	mera	reacción	contra	el	agotamiento;	cansancio	de	que	la	gran	literatura	latinoamericana	y	el	dudoso	realismo	mágico	se	hayan	convertido,	para	nuestras	letras,	en	magiquísimo	trágico;	cansancio	de	los	discursos	patrioteros…	cansancio	de	escribir	mal	para	que	se	lea	más…	cansancio	de	lo	engangé…”	377	Hector	Hoyos,	Beyond	Bolaño	The	Global	Latin	American	Novel.	New	York:	Columbia	University	Press,	2015.			
															 247	For	the	majority	of	these	writers,	this	new	global	positioning	means	to	connect	national—extremely	violent—local	realities	with	larger,	transnational	phenomena.		Within	Colombia,	works	like	those	of	Fernando	Vallejo’s	La	Virgen	de	
los	sicarios	(1994)—an	example	of	the	Narconovela	genre	that	would	spread	into	global	popular	culture	via	TV	series	like	Narcos—and	Jorge	Franco’s	Paradise	Travel		(2001)—a	chronicle	about	life	as	an	undocumented	immigrant	in	the	U.S.—link	the	shattered	lives	of	those	living	at	the	margins	of	the	national	urban	environment	with	the	international	and	transnational	forces	of	drug	trafficking,	informal	labor,	prostitution,	and	illegal	migration.378		Notwithstanding	the	larger	scope	of	their	perspectives,	these	novels	remain	attached	to	a	national	frame	of	reference,	namely	that	of	the	author.		Gamboa	offers	a	subtle	critique	of	the	way	certain	writers	in	the	Global	South	exploit	human	suffering	and	veil	their	insistence	on	representing	their	national	disasters	under	the	guise	of	a	form	of	political	engagement	through	art.		In	
El	Sindrome	de	Ulises	,	he	resurrects	the	Moroccan	writer	Mohammed	Khaïr-Eddine	(1941-1995)	as	an	interlocutor	to	Esteban	in	an	exchange	about	the	social	role	of	the	writer	that	amounts	to	a	condemnation	of	those	who	sell	an	apocalyptic	vision	of	their	countries	to	the	publishing	world	and	international	readers:		
Quienes	venden	eso		[proposes	Khair	Eddine]	a	los	lectores	del	Primer	Mundo	están	vendiendo	un	sufrimiento	que	no	les	pertenece.	Un	dolor	que	dicen	representar	y,	sobre	todo,	denunciar,	pero	del	que	también	obtienen	ganancias...	¡Yo	lo	he	visto!	Viven	muy	bien,	van	y	vienen,	
																																																								378	For	a	closer	look	at	how	drug	trafficking	and	its	culture	of	crime	entered	literature	see:	Gabriela	Polit	Dueñas,	Narrating	Narcos:	Stories	from	Culiacan	and	
Medellin.		Pittsburgh:		Pittsburgh	University	Press,	2013;	Hermann	Herlingahus,	Narcoepics:		A	Global	Aesthetics	of	Sobriety:		New	York:		Bloomsbury,	2012.	
															 248	agasajados	en	todas	partes,	y	su	cuenta	bancaria	se	hincha	en	proporción	al	dolor	por	el	cual	militan.379		This	metanarrative	moment	in	the	novel	reflects	on	the	author’s	condition	as	a	writer	from	Colombia,	voices	his	disapproval	of	the	novelistic	strategy	outlined	above,	and	breaks	away	form	this	form	of	poetics.		If	Gamboa	brings	back	Khaïr-Eddine—l’enfant	terrible	of	Maghrebian	letters	reputed	for	his	iconoclasm—from	the	world	of	the	dead	it	is	to	hint	at	his	own	quest	to	chart	another	route	for	his	writing.380			
Very	early	in	Gamboa’s	exploration	of	the	global	urban	landscape	and	his	insight	into	the	psychology	of	modern	individuals	faced	with	a	crisis	of	meaning,	Colombia	ceases	to	be	the	epicenter	of	his	writing.		Although	his	first	three	novels—
Páginas	de	Vuelta	(1995),	Pérder	es	cuestión	de	metódo	(1997),	and	Vida	feliz	de	un	
joven	llamado	Esteban	(2000)—	take	place	in	Bogota,	where	the	city	reflects	the	solitude	of	the	characters	and	their	failed	hopes,	starting	with	his	third	novel,	the	writer	introduces	a	critical	distance	from	Colombia.		His	protagonist	Esteban—Gamboa’s	alter	ego	who	returns	in	several	of	his	novels	—travels	to	France,	Italy,	Yugoslavia,	and	Greece	and	from	that	new	vantage	point—a	window	overlooking	the	Parisian	landscape—,	he	returns	to	his	childhood	memories	and	recounts	
																																																								379	El	Sndrome	de	Ulises,	254.			380	Hédi	Abdel-Jaouad,	“Mohammed	Khaïr-Eddine:	The	Poet	as	Iconoclast,”	Research	
in	African	Literatures.		Vol.	23,	No.	2,	North	African	Literature.		Summer,	1992.		Pp.145-150.	
															 249	Colombia’s	national	history	with	a	detachment	that	only	an	exile	can	provide.381		This	distance	increases	exponentially	in	his	later	novels.						
Travel	occupies	a	privileged	position	in	Gamboa’s	creative	universe,	matching	the	writer’s	nomadic	biography.382		Los	Impostores	(2001)	takes	place	in	Pekin	where	a	group	of	international	academics	gather	to	search	for	a	lost	manuscript	that	is	somehow	connected	to	the	Boxer	Rebellion	(1899-1901)	and	whose	reappearance	could	potentially	launch	a	renewed	wave	of	violence	in	China.		Colombia	almost	disappears	in	this	novel.383			El	Sindrome	de	Ulises	(2005)	takes	place	entirely	in	Paris,	and	in	it	Colombia	is	reduced	to	a	distant	biographical	detail	of	one	of	the	many	characters	in	the	novel.		With	Hotel	Pekin	(2008)	Gamboa	returns	to	China	and	imagines	a	successful	Colombian-American	businessman	who	goes	so	far	as	to	change	his	real	name	to	conceal	his	Latin	American	roots.		The	novel	looks	harshly	at	the	tragic	cultural	alienation	of	the	migrant,	an	assessment	that	is	rendered	possible	through	the	eyes	of	a	Chinese	outsider.		He	represents	the	keen	observer	who	can	say	what	otherwise	could	not	be	said.		Although	the	writer	does	return	home	in	his	two	most	recent	novels—since	both	Una	Casa	en	Bogotá	(2014)																																																									381	Santiago	Gamboa,	Vida	feliz	de	un	joven	llamado	Esteban.	Barcelona:		Punto	de	Lectura,	2000.	382	He	has	published	two	travel	narratives	Octubre	en	Pekín	(2002)	and	Océanos	de	
arena:	diario	de	viaje	por	Oriente	Medio		(2013)	where	he	adds	to	a	genre	rarely	undertaken	by	Colombian	or	Latin	American	writers.		It	is	also	significant	that	in	his	“imaginary	library”	he	includes	a	long	list	of	travel	writers.	One	of	the	many	authors	who	find	their	way	into	Gamboa’s	incessant	intertextual	moments	is	Pierre	Loti,	the	French	naval	officer	and	writer	recognized	for	his	travel	writing.		One	could	write	a	dissertation	solely	on	Gamboa’s	use	of	dizzying	intertextuality	(sign	of	his	own	academic	training)	but	that	is	beyond	the	scope	of	the	present	work.			383	Santiago	Gamboa,	Los	Impostores.		Madrid:	Seix	Barral,	2002.		There	is	a	Colombian	character,	the	journalist	(like	Gamboa)	who	finds	the	manuscript	at	the	end.			
															 250	and	Volver	al	oscuro	valle	(2016)	take	place	in	Bogota	and	Cali,	respectively—the	
Tout-Monde	continues	to	breathe	its	presence	throughout	the	pages.		Every	room	of	the	house	in	Bogota	contains	memories	from	different	corners	of	the	world	while	a	Europe	at	the	grips	of	Islamic	terrorism,	facing	an	immigrant	crisis,	and	moving	towards	right	wing	populism	takes	center	stage.		In	Gamboa’s	realist	descriptions	the	reader	almost	forgets	that	the	frame	narrative	in	these	two	novels	takes	place	in	Colombia.		It	is	the	modern	global	world	in	all	its	crises	that	takes	center	stage	in	the	novel.			
While	other	Colombian	writers	like	Alvaro	Mutis	(1923-2013)	and	Oscar	Collazos	(1942-2015)	have	represented	travel	and	dislocation	to	convey	an	image	of	modern	despair	and	social	decadence,	there	is	no	evidence	in	their	works	to	give	a	realist	account	of	the	Tout	Monde	with	whose	encounter	their	characters	would	be	changed.		If	the	legendary	and	solitary	character	of	Maqroll	el	gaviero,	the	poetic	voice	of	Mutis	himself,	travels	and	witnesses	the	wreckage	of	a	tropical	landscape	of	“la	tierra	caliente”	while	pondering	on	the	ruins	of	civilization,	he	does	so	to	journey	within	himself.384		As	for	Collazos,	travel	is	inextricably	connected	to	fear,	political	exile,	and	the	corruption	of	the	national	institutions	that	persecute	dissenters	for	their	militancy	and	ideological	positions.385		His	focus	is	not	represent	and																																																									384	Luz	Mary	Giraldo,	Más	Allá	de	Macondo.	Tradición	y	Rupturas	Literarias.	Bogota:		Universidad	del	Externado,	2006.	57.	Writing	about	Mutis’	alter	ego,	Giraldo	notes	that:	“El	viajero	Maqroll	es	un	héroe	antiheroico	que	vive	su	epopeya	intima.		En	su	itinerario	se	desenvuleve	en	medio	de	seres	marginales:	prostitutas,	bandidos,	traficantes	y	truhanes;	con	ninguno	de	los	seres	opuestos	con	quienes	se	relaciona	y	en	ninguno	de	los	espacios	y	lugares	a	los	que	arriba	deja	de	ser	idéntico	a	sí	mismo…”	385	Giraldo,	Mas	Alla	de	Macondo,		98-99.	
															 251	understand	the	world	outside	of	Colombia	and	how	it	dialogues	with	the	characters	who	encounter	it,	but	to	convey	their	expulsion	of	the	native	land.						
Much	like	René	Depestre	warns	Haitians	and	the	black	world	of	the	limitations	of	Negritude	when	fellow	Caribbean	writers	are	entirely	under	the	influence	of	Césaire’s	poetics,	and	Maryse	Condé	rejects	the	rigidity	of	the	tenets	of	
Créolité	at	the	critical	apogee	of	Eloge	de	la	Créolité,	Santiago	Gamboa	counters	the	apocalyptic	vision	of	Colombia	(as	an	exceptionally	violent	place	like	no	other	in	the	world)	that	characterizes	most	fiction	published	by	his	compatriots.386		The	writer	travels	the	world	in	his	novels	and	visits	the	lowest	places	of	the	Tout-Monde	to	remind	readers	that	violence	and	war	are	not	exclusive	to	the	Global	South,	or	Latin	America	or	Colombia,	but	is	rather	felt	across	the	globe	as	a	human,	universal	plight	that	has	exploded	the	geopolitical	borders	that	used	to	organize	the	world.		In	
Necrópolis,	Walter	Maturana	commits	suicide	in	Jerusalem—or	is	it	murder?—after	a	life	of	crime,	debauchery,	and	excess	within	the	sordid	neighborhoods	of	Miami.		In	
Plegarias	Nocturnas,	Manuel	slashes	his	wrists	while	he	is	being	held	in	the	infamous	Bang	Kwang	prison	in	Bangkok	for	a	crime	he	did	not	commit.		Realizing	he	was	facing	either	the	death	penalty	or	a	life	in	prison	at	the	hands	of	the	corrupt	Thai	justice	system	that	would	convict	him	despite	his	innocence,	he	takes	his	own																																																									386	Here	I	am	thinking	of	what	Alejandro	Herrero-Olaizola	maps	in	Mario	Mendoza,	Laura	Restrepo,	Fernando	Vallejo,	and	Jorge	Franco’s	writing	as	he	explores	the	way	Colombian	marginality,	crime,	and	pain	are	traded	in	the	global	marketplace	of	publishing.		Alejandro	Herrero-Olaizola	‘Se	Vende	Colombia,	un	Pais	de	Delirio’:	El	Mercado	Literario	Global	y	la	Narrativa	Colombia	Reciente.	Symposium,	Vol	61,	Issue	1,	Spring	2007.		43-56.	“obras	como	éstas	ya	han	establecido	un	nicho	comercial	para	un	tipo	de	best-séller	basado	en	novelar	las	penurias	sociales	latinoamericanas	y	ofrecer	personajes	marginales	aptos	para	el	consumo	masivo.”	
															 252	life.		In	El	Sindrome	de	Ulises,	Nestor	and	Kim	lose	their	lives	in	Paris.		Undocumented,	marginal,	and	with	little	chance	to	lead	a	decent	and	honorable	life	in	Europe,	they	decide	to	disappear.		With	these	violent	deaths	in	Israel,	Thailand	and	France,	Gamboa	shatters	the	exceptionalist	sentiment	that	has	characterized	Colombian	writing	starting	with	La	Violencia	(prise	de	conscience	nationale)	and	would	keep	its	literature	bound	to	a	marginal,	inferior	position	within	the	World	Republic	of	Letters	to	represent	for	the	world’s	consumption	echoes	of	its	national	tragedies.			
	 4.2	Space	of	crisis	
Las	vidas	son	como	las	ciudades:	si	son	limpias	y	ordenadas	no	tiene	historia.		Es	en	la	desgracia	y	en	la	desctruccion	donde	surgen	las	mejores.		[Lives	are	like	cities.	If	they’re	too	neat	and	tidy	they	don’t	have	a	story.	The	best	stories	come	out	of	destruction	and	misfortune.]	Santiago	Gamboa,	Necropolis	The	power	of	the	novel,	according	to	Marthe	Robert,	rests	on	its	absolute	freedom	while	the	novelist’s	ambition	remains	to	force	language—via	technical	manipulation—to	sublimate	an	imperfect	reality	into	the	writer’s	personal	vision	of	an	ideal	existence.387		The	novel	is	thus	the	arena	where	two	versions	of	reality	meet,	clash	and	settle	their	differences.		It	is	a	space	of	crisis	where	both	personal	and	collective	failures	are	explored	as	a	way	to	formulate	aesthetic	solutions	to	a	human	and	social	impasse.		In	Santiago	Gamboa’s	fictional	universe	the	world	ceases	to	be	organized	and	divided	according	to	national	borders.		Straddling	several	continents	both	the	plots	and	the	characters	of	his	novels	refuse	to	be	confined																																																									387	Marthe	Robert,	Roman	des	origines	et	origines	du	roman.	Paris:	Gallimard,	1972.	19	“Pour	le	romancier,	donc,	le	roman	tire	précisément	sa	force	de	son	absolue	liberté.”			
															 253	within	the	geopolitical	boundary	lines	that	defined	the	world	throughout	the	19th	and	20th	centuries.		Within	this	constant	ebb	and	flow	of	people	across	varying	geographies	and	former	demarcation	lines—now	obsolete—the	writer	describes	a	loss	of	meaning.		The	city	operates	as	a	mirror	that	registers	the	geographical	transformations	that	are	taking	place	in	the	writer’s	imagination	as	well	as	the	troubles	that	come	into	view	in	his	survey	of	a	globalized	world.			
His	characters	in	El	Sindrome	de	Ulises	are	immigrants	from	Colombia,	North	Korea,	Algeria,	Romania,	Senegal	and	Iraq,	and	who	have	moved	to	Paris	either	to	chase	a	literary	dream	or	to	escape	from	a	past	filled	with	ghosts.		Their	dire	living	conditions	in	the	French	capital	are	but	a	small	improvement	from	the	situations	that	led	them	to	migrate	in	the	first	place.		Moving	thousands	of	miles	away	from	home	does	not	solve	their	situation,	in	fact,	their	struggles	travel	with	them	as	if	they	were	a	tragic	destiny	that	chases	their	shadow.		The	city	becomes	a	mirror	that	reflects	this	decomposition.		In	its	cold	and	rainy	streets,	Esteban—the	barely	surviving	writer-narrator—compares	his	existence	to	that	of	the	lowest	of	animals.		Gamboa	leads	the	reader	into	a	series	of	minuscule	and	derelict	interior	spaces	(la	chambrita,	a	restaurant’s	underground	dishwashing	room,	and	a	series	of	seedy	gathering	places)	to	translate	an	experience	of	misery	in	the	claustrophobic	spaces	that	constitute	the	sole	respite	from	the	city’s	cold	and	rainy	weather.	The	capital	of	Latin	American	literature,	a	city	inscribed	with	a	complex	web	of	contradictions,	ceases	to	be	the	lost	Ithaca	the	writer	hopes	to	return	to	in	order	to	prove	his	worth.		Paris,	the	city	that	for	an	entire	generation	of	Latin	American	writers	represented	artistic	validation,	inspiration,	and	aesthetic	experimentation	becomes	a	sort	of	
															 254	Hades,	an	underworld	filled	with	ghosts	where	migrants	flock	in	the	hope	of	a	better	life.	There,	a	mysterious	disappearance	at	the	beginning	and	a	desperate	suicide	at	the	end	of	the	narrative	convey	the	writer’s	disillusionment,	pessimism	and	a	melancholic	vision	of	Edouard	Glissant’s	Tout-Monde.		But	Paris	is	not	the	only	urban	space	where	Gamboa’s	novels	take	place.			
In	Necropolis	the	writer	constructs	a	modern-day	Boccaccio’s	Decameron	where	a	heterogeneous	group	of	people	gathers	in	Jerusalem	to	attend	an	International	Congress	of	Biographers	and	Memory	(CIBM)	to	share	their	convoluted	life	stories	while	the	city	around	them	is	assailed	by	war.		The	relentless	strife	in	Israel	is	but	a	metaphor	for	the	violence	and	conflict	that	continues	to	shape	human	experience	across	the	planet.		Irrespective	of	their	different	places	of	origin,	the	characters	share	a	similar	experience	of	violence.	While	it	is	true	that	each	story	chronicles	a	different	form	of	human	hostility,	at	the	core	they	all	share	the	destructive	impulse	that	lives	in	the	hearts	of	all	men.		Storytelling	in	the	novel	emerges	as	an	island,	an	aesthetic	solution	to	the	crisis	of	human	existence.		Jerusalem—the	holy	site	for	Judaism,	Christianity	and	Islam—serves	as	backdrop	for	endless	stories	of	crime	and	marginality	that	allow	the	writer	to	shed	light	into	the	fault	lines	of	modern	society.		Colombia,	Poland,	Italy,	the	United	States	may	be	the	different	nations	where	the	attendees	come	from	but	they	are	brought	together	by	both	their	stories	of	violence	and	their	desire	to	partake	in	narrating	its	details.		To	this	regard	Jerusalem	functions	as	the	epitome	of	a	world	constantly	at	war	with	itself.		The	city	carries	the	wounds	of	human	cruelty	and	fear	as	well	as	its	concomitant	violence	towards	those	perceived	as	others,	marks	of	the	failure	of	21st	century	modernity.		
															 255	The	suicide	of	one	of	the	conference’s	attendees,	Jose	Maturana,	a	petty	criminal	turned	evangelical	pastor	in	an	American	mega-church,	raises	the	question	among	those	in	attendance	of	whether	his	death	was	indeed	self-inflicted	or	whether	it	was	due	to	some	form	of	revenge.		The	writer-narrator	decides	to	pursue	an	in-depth	investigation	of	the	man’s	life,	a	probe	that	becomes,	in	turn,	a	literary	project	in	its	own	right.			
Bangkok,	New	Delhi,	Bogota,	Tokyo	and	Tehran	are	the	urban	frames	where	
Plegarias	Nocturnas	takes	place.		Gamboa	transports	the	reader	into	the	smells,	sounds,	and	traffic	jams	of	these	cities	to	bring	into	view	how	events	across	the	
Tout-Monde	are	inextricably	connected.		Just	like	people	move	across	borders,	their	fears,	suffering,	and	dreams	travel	with	them,	ignoring	the	geopolitical	boundaries	that	governments	have	put	in	place.		The	autocratic	presidency	of	Alvaro	Uribe	(2002-2010)	does	take	a	central	place	in	the	novel	(and	Gamboa	is	not	shy	to	decry	the	corruption	and	abuse	of	power	that	characterized	his	eight	years	in	office),	but	the	characters	he	imagines	are	not	confined	to	the	Colombian	national	space.		Instead	the	siblings,	around	whom	the	narrative	takes	place,	travel	to	Asia	hoping	to	escape	the	poverty,	injustice	and	criminality	of	their	country	only	to	meet	similar	forms	of	corruption	thousands	of	miles	away.		Manuel’s	tragic	suicide	minutes	before	the	consul	is	able	to	reunite	him	with	his	sister	Juana—moments	before	he	would	have	learned	that	his	defense	strategy	had	a	chance	to	work—conveys	both	his	desire	to	escape	a	hostile	world	and	an	ultimate	act	of	rebellion	against	the	injustices	he	had	endured	his	entire	life.		In	the	suicide	note	he	leaves	behind	in	a	Bangkok	jail,	he	explains	how	his	death	constitutes	a	sacrificial	gesture	intended	to	
															 256	liberate	his	sister	of	her	difficult	past.		With	his	death,	Gamboa	highlights	the	impotence	of	a	man	vis-à-vis	a	dehumanized	corrupt	system	that	crushes	the	innocent	individual	without	any	regard	for	justice.		The	fact	that	in	the	novel	it	is	the	Thai	judicial	system	who	bears	direct	responsibility	for	Manuel’s	suicide,	and	not	the	political	environment	of	Colombia,	dislocates	the	narrative	of	the	South	American	nation	as	the	core	and	generator	of	crisis	for	its	citizens.	
Gamboa	proposes	to	transmute,	through	writing,	the	cities	included	in	his	novels.		Paris,	Jerusalem,	Bogota,	Bangkok,	Delhi,	and	Tokyo,	all	the	gritty	places	he	insists	on	including	in	his	texts	would	be	replaced	with	cities	akin	to	those	imagined	by	Arthur	Rimbaud	in	“Adieu”	where	the	utopian	and	alternate	universe	of	literature	would	allow	the	artist	to	escape	the	hell	that	is	empirical	reality.			Every	one	of	his	novels	describes	the	birth	of	a	book,	a	literary	project	that	would	carry	out	this	romantic,	aesthetic	transformation.		The	inclusion	of	the	French	poet’s	well-known	verse	of	farewell	in	the	epilogue	of	Plegarias	nocturnas	is	significant	because	with	it	Gamboa	aligns	himself	with	Rimbaud’s	quest	of	transcendence	via	art	and	spells	out	a	similar	profession	de	foi	in	art’s	ability	to	transform	reality:	“Et	à	l’aurore,	armés	d’une	ardente	patience,	nous	entrerons	aux	splendides	villes”388		
	 4.2.1	Death	in	the	“Underbelly”	of	Paris		
																																																								388	Gamboa	closes	his	novel	with	Rimbaud’s	romantic	farewell	verse	from	“Adieu”	included	in	Une	Saison	en	enfer	as	a	nod	to	the	French	writer	whose	disappointment	with	the	world	inspired	a	poetic	language	that	would	change	the	course	of	French	poetry.		Santiago	Gamboa,	Plegarias	Nocturnas,	286.	
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No	habia	nada	hermoso	en	esas	tardes	grises	y	heladas,	y	por	eso	las	calles	de	esta	
ciudad	eran	galerías	pobladas	de	espectros.389	
	 By	setting	his	2005	novel	in	Paris,	Santiago	Gamboa	is	not	performing	a	radical	step.		Generations	of	writers	throughout	the	19th	and	20th	centuries	inscribed	Paris	in	their	fiction	as	part	of	their	strategy	to	forge	an	independent	national	literary	tradition	in	Latin	America.390		A	mutable	construct,	the	city	evoked,	on	the	one	hand,	the	French	political	philosophy	that	motivated	independence	from	Spain	and	thus	represented	an	artistic	ideal	of	freedom	and	emancipation,	while,	on	the	other	hand,	it	embodied	the	utmost	symbol	of	European	values	and	its	concomitant	cultural	subjugation,	against	which	many	Latin	American	writers	sought	to	formulate	their	otherness.		This	contradictory	relationship	to	Paris,	according	to	Marcy	Schwartz,	reflected	the	double	bind	of	an	imagination	that	wanted	to	affirm	an	exotic	otherness	while	at	the	same	time	wished	to	claim	a	certain	familiarity	with	Western	culture.391			
What	is	radical	in	Gamboa’s	representation	of	the	city	is	how	this	contradictory	and	ambiguous	approach,	which	characterized	entire	generations	of																																																									389	Gamboa,	194.	390	See	Julie	Jones,	A	Common	Place:	The	Representation	of	Paris	in	Spanish	American	
Fiction.			Lewisburg:		Bucknell	University	Press,	1998	and	Marcy	Schwartz	Writing	
Paris:		Urban	Topographies	of	Desire	in	Contemporary	Latin	American	Fiction.	Albany:		SUNY	Press,	1999.		For	both	Jones	and	Schwartz	Paris	provides	an	aesthetic	construct	that	allows	writers	to	explore,	challenge	and	counter	their	postcolonial	and	marginalized	position	vis-à-vis	Western	culture.		391	Marcy	Schwartz	Writing	Paris:		Urban	Topographies	of	Desire	in	Contemporary	
Latin	American	Fiction.	Albany:		SUNY	Press,	1999.		“When	writers	expose	Paris	as	an	embodiment	of	elaborate	cultural	fantasies,	they	activate	a	fictional	urban	construct	to	debate	the	perpetuity	of	European	cultural	norms	and	economic	dependence	despite	the	end	of	overseas	rule.		This	debate	hovers	around	the	contradictory	images	of	exotic	otherness	and	affirming	familiarity.”	
															 258	writers	before	him,	dissolves	in	his	narrative.		The	postcolonial	and	politically	charged	relationship	towards	the	city	is	upended	when	the	writer	transforms	the	French	capital	into	one	more	location	of	the	Tout-Monde.		A	place	like	many	others	across	the	Global	North	that	accepts	migrants	from	every	walk	of	life	and	from	every	corner	of	the	Global	South	to	fill	its	lowest	paying	jobs—positions	its	own	citizens	refuse	to	take.		No	longer	idealized	as	source	of	freedom	or	artistic	promise,	nor	rejected	as	a	former	site	of	various	forms	of	cultural	imperialism,	Paris	comes	into	view	as	a	vapid,	cold	and	dreary	urban	jungle	where	staying	alive	claims	every	bit	of	energy	for	those	at	the	margins	of	society.		And	for	some,	as	it	is	the	case	with	Nestor	and	Jung	in	El	Sindrome	de	Ulises,	survival	ceases	to	be	possible.		It	is	to	transport	the	reader	into	the	decomposition	of	a	globalized	and	borderless	Tout	Monde,	into	its	underworld	of	death,	that	Gamboa	sets	his	novel	in	Paris.		
Old	values	crumble	in	Gamboa’s	fictional	universe.		Once	the	writer	establishes	the	historical	and	symbolic	position	of	Paris	within	Latin	American	letters	(as	its	capital	and	legitimizing	center),	he	proceeds	to	describe	the	degradation	that	befalls	upon	the	Latin	American	men	and	women	whose	former	literary	glories	wane	and	lead	them	into	thankless	teaching	positions	in	France.		For	it	is	necessary	to	bear	in	mind	that	while	the	writer	narrator	Esteban	and	fellow	graduate	student	Salim	do	travel	hundreds	of	miles	from	Colombia	and	Morocco	to	pursue	advanced	degrees	in	Latin	American	literature—at	the	highly	regarded	Sorbonne—once	they	reach	their	destination,	they	are	met	with	former	literary	luminaries	who	find	themselves	in	pathetic	roles	of	professors	of	Spanish.		The	fact	that	the	narrator	and	Salim	travel	to	France—not	a	Spanish	speaking	country—to	
															 259	study	Latin	American	literature	spells	out	the	position	the	city	has	had	in	consecrating	its	writers	and	carving	a	place	for	the	region’s	writing	in	the	World	Republic	of	Letters.	Notwithstanding,	Gamboa	deconstructs	any	romanticized	notions	of	the	city	as	the	center	of	Latin	American	letters.		His	description	of	one	of	the	professors	at	the	Sorbonne,	the	ailing	and	decrepit	Argentinian	writer	who	is	struggling	to	survive,	is	revealing.	
Uno	de	ellos	era	un	argentino	de	setenta	años,	novelista,	critico	que	cine	y	exitoso	autor	teatral	en	Buenos	Aires	(eso	nos	decía).		Por	pudor	no	diré	su	nombre	per	les	aseguro	que	era	dramático	verlo	por	los	corredores	con	una	bala	de	oxigeno	portátil,	respirando	a	través	de	una	cable	que	se	insertaba	en	sus	fosas	nasales.		Como	buen	porteño	siempre	se	vestía	muy	elegante	y	usaba	sombrero,	pero	al	fondo	la	realidad	era	la	misma,	y	era	la	der	ser	un	profesor	muerto	de	hambre.392	The	man’s	physical	condition	is	not	unlike	the	idea	of	Latin	American	literature:		they	both	remain	alive	by	artificial	means—the	oxygen	tank—and	their	end,	despite	its	postponement,	is	within	sight.		This	critical	gaze	upon	the	tragic	fate	of	a	certain	idea	of	Latin	American	writers	in	Paris—an	idea	that	took	root	during	the	Latin	American	boom—is	coupled	with	a	persistent	return	to	the	detailed	account	of	three	run-down	sites	where	most	of	the	narrative	takes	place.		For	the	city	reflects	more	than	the	destruction	of	the	idea	of	Latin	American	literature.			
Paris	also	conveys	the	explosion	of	national	borders.		Three	recurrent	interior	spaces	illustrate	how	new	forms	of	community	are	born	in	a	globalized	space	where	the	place	of	one’s	birth	has	ceased	to	be	the	grounding	of	identity.		La	chambrita,	the	Spanish	and	diminutive	rendition	of	the	French	word	for	room																																																									392	El	Sindrome	de	Ulises,	13.	
															 260	“chambre,”	reflects	the	dreadful	living	conditions	of	immigrants	in	the	city;	the	basement	of	the	Goelins	de	Pyonyang,	where	the	restaurant’s	dishwashing	activities	take	place,	chronicles	the	physical	demands	put	on	those	working	at	the	bottom	of	the	social	pyramid;	and	the	seedy	bars	and	dirty	living	rooms	where	the	narrator	and	his	friends	gather	to	drink,	forget	and	escape	through	their	debauchery	the	harshness	of	their	life,	these	insalubrious	gathering	places	illustrate	how	new	bonds	are	weaved	once	national	borders	have	ceased	to	contain	experience.			
Gamboa	frequently	returns	to	a	description	of	the	tiny	room	where	Esteban	lives	among	its	crumbling	contents,	in	order	to	contrast	an	external—idealized—vision	of	Paris	with	the	interior—real—experience	of	the	writer	narrator.		Everything	within	the	“chambrita,”	(more	fit	to	house	pigs:	it	is	called	a	pigsty	“pocilga”)	mirrors	how	difficult	conditions	are	for	those	who	migrate	to	France,	a	miniature	portrait	of	their	new	life	in	the	city.			
Atravesamos	Paris	besándonos	y	al	llegar	a	la	rue	Dulud,	cuando	el	taxi	estaciono	frente	al	portón	y	ella	dijo,	qué	edificio	tan	bonito,	pensé	que	se	iba	a	sentir	defraudada	al	ver	mi	chambrita,	la	colchoneta	en	el	suelo,	la	bolsa	de	dormir	de	cremalleras	rotas	y	todo	eso	que,	en	el	fondo,	no	era	otra	cosa	que	mi	vida.393			If	Paris	still	functions	as	the	backdrop	for	erotic	encounters,	the	city	of	light	ceases	to	be	represented	through	the	classic	romanticized	descriptions	where	its	majestic	grand	boulevards,	historic	golden	bridges	over	the	Seine,	and	iconic	manicured	public	gardens	take	center	stage.		Instead,	Gamboa	leads	the	reader	through	a	world	of	misery,	hunger,	and	dereliction,	an	underworld	where	immigrants	face	the	
																																																								393	Santiago	Gamboa,	El	Sindrome	de	Ulises,	76.	
															 261	poverty,	indigence,	and	decadence	of	an	urban	Global	South	at	the	heart	of	Europe—the	Global	North—after	fleeing	their	native	countries	for	political	and	economic	reasons,	or	to	pursue	a	literary	career.		The	building	that	houses	Esteban’s	room	is	beautiful	when	seen	from	the	outside,	in	keeping	with	his	former	ideas	of	Paris,	but	once	inside	there	is	only	a	sleeping	bag	with	torn	zippers	on	top	of	a	cushion	(not	even	a	real	mattress).		The	room	reproduces	the	disappointment	Esteban	must	face	everyday	as	he	confronts	his	dream	of	becoming	a	successful	Latin	American	writer	in	Paris	with	his	reality	as	a	low	paid	dishwasher	and	undervalued	Spanish	teacher.			
El	Sindrome	de	Ulises	assembles	an	international	cast	of	characters	who	come	together	in	Paris	in	their	pursuit	of	an	elusive	dream	of	success	only	to	join	a	community	of	outcasts	who	live	in	conditions	worse	than	those	of	animals	and	bond	around	their	hardships.		Esteban	explains	how	their	lives	are	predicated	on	some	future	success	and	feed	on	absurd	yearnings:	
Los	que	habíamos	llegado	por	la	puerta	de	atrás,	sorteando	las	basuras,	vivíamos	mucho	peor	que	los	insectos	y	las	ratas.		No	había	nada,	o	casi	nada,	para	nosotros,	y	por	so	nos	alimentábamos	de	absurdos	deseos.394	The	novel	constitutes	a	space	of	crisis	where	the	writer	also	explores	the	struggles	of	immigrants	from	the	Global	South	that	gather	in	the	French	Ville-Monde	to	be	free	of	their	nationalities	and	forge	new	bonds.		Jung	fled	the	autocratic	regime	in	North	Korea	to	find	work	in	Paris	as	a	dishwasher	in	a	restaurant	owned	by	a	South	Korean	man;	Lazlo	and	Saskia	have	left	behind	Romania	and	their	failed	engineering	careers	to	work	as	a	prostitute	and	black	market	dealer;	Susy	and	Désirée	provide																																																									394	Santiago	Gamboa,	El	Sindrome	de	Ulises,	11.	
															 262	for	their	extended	families	in	Senegal	by	supplementing	their	income	as	waitresses	at	the	The	goelins	de	Pyonyang	through	nighttime	prostitution	along	the	banks	of	the	Seine;	the	writer	narrator—Esteban—arrives	in	Paris	to	follow	the	footsteps	of	his	literary	heroes	and	is	quickly	disabused	of	the	romantic	version	of	Paris.		Finding	work	as	a	both	Spanish	teacher	at	“Langues	dans	le	monde”	and	a	dishwasher	at	the	Korean	restaurant,	he	joins	ranks	with	other	underpaid	but	overqualified	immigrants.		His	morning	walks	across	the	Bois	de	Boulogne	to	the	public	pool	in	order	to	have	access	to	a	daily	shower,	reflect	the	economic	precariousness	of	his	situation	and	foretell	the	tragic	fate	of	his	best	friend	Jung:	
A	las	seis	de	la	mañana	la	bruma	se	levantaba	del	suelo	y	una	llovizna	empezaba	a	calar	los	huesos.		El	frio	era	tal	que	a	la	segunda	esquina	la	mandíbula	se	atascaba	y	justo	ahí	empezaba	lo	mas	difícil,	que	era	atravesar	el	Bois	de	Boulogne	para	ir	hasta	la	piscina	publica…	una	de	las	primeras	veces	que	atravesé	el	bosque	presencie	algo	inquietante.		Un	mendigo	había	muerto	de	frio	durante	la	noche…395	Esteban’s	witnessing	of	a	random	corpse	in	the	park,	whose	frozen	hand	forces	the	emergency	personnel	to	use	ice	breakers	to	liberate	it	from	its	prison,	anticipates	his	friend	Jung’s	desperate	decision	to	commit	suicide	at	the	end	of	the	novel	as	an	ultimate	form	of	liberation.			
The	two	meet	and	forge	a	sincere	friendship	as	they	work	together	cleaning	dishes.		Amidst	the	awful	smells,	toxic	soaps,	and	unending	pace	of	dirty	plates,	they	tell	each	other	their	sorrows,	failed	dreams,	and	future	projects.		Using	the	filthy	and	constraining	basement	as	yet	another	recurring—and	extremely	symbolic—backdrop	of	the	dire	conditions	of	migrants,	Gamboa	makes	palpable	how	much																																																									395	El	sindrome,	14.			
															 263	their	hard	work	takes	a	toll	on	their	bodies.		It	represents	a	Hades	where	death	slowly	consumes	their	health.		He	describes	the	job	as	the	lowest	occupation	one	can	undertake:	
Entonces	fui	a	lo	mas	bajo,	que	eran	los	trabajos	de	lavado	y	secado	de	platos	en	restaurants,	algo	asqueroso	que	obligaba	a	estar	en	contacto	con	la	grasa	y	los	restos	de	comida,	canecas	de	desperdicios	devorados	por	los	microbios,	aguas	repletas	de	salsas	y	jugos…396	And	it	is	precisely	in	their	shared	physical	hardship	that	the	narrator	ceases	to	be	bound	to	his	native	Colombia	to	belong	instead	to	the	international	Parisian	underbelly	where	migrants	from	every	corner	of	the	Global	South	come	and	share	their	experiences	trying	to	survive.		In	their	newly	formed	bond	there	is	both	the	commonality	of	struggle	and	the	forgetting	of	past	notions	of	community.		Gamboa’s	characters	leave	behind	their	nationalities	and	defy	linguistic,	religious,	racial	and	geopolitical	divisions	to	develop	new	friendships.397		Their	suffering	and	dejection	binds	them	just	like	any	nationality	would	bring	together	individuals	in	an	“imagined	community.”398		Esteban	acknowledges	the	dislocation	from	a	national	
																																																								396	El	Sindrome,	50.	397	Religious	differences	are	not	obstacles	to	forming	solid	bonds	of	friendship:	Salim,	the	Muslim	student	from	Morocco,	joins	Esteban	at	a	bar	during	the	holy	month	of	Ramadan,	despite	his	own	observance	of	fasting	and	does	not	object	to	paying	for	his	friend’s	alcoholic	drink.		Race	is	also	transcended:		Esteban	has	sex	with	his	Senegalese	coworker	Susi,	a	black	woman	whose	beauty	Gamboa	spends	several	lines	extolling.					398	Benedict	Anderson,	Imagined	Communities.	New	York:		Verso,	9.		“it	is	imagined	because	the	members	of	even	the	smallest	nation	will	never	know	most	of	their	fellow-members,	meet	them,	or	hear	of	them,	yet	in	the	minds	of	each	lives	the	image	of	their	communion.	Renan	referred	to	this	imagining	…when	he	wrote	that	‘or	l’essence	d’une	nation	est	que	tous	les	individus	aient	beaucoup	de	choses	en	commun	et	aussi	que	tous	aient	oublié	bien	des	choses.’	”	
															 264	belonging,	a	form	of	death	vis-à-vis	his	old	ideas	of	social	membership,	and	witnesses	his	own	re-birth	into	a	post-national	identity:			
en	medio	de	ese	grupo,	me	atrapó	una	intensa	y	opresiva	sensación	de	orfandad,	como	si	en	algún	punto	hubiera	extraviado	el	camino	y	ahora	me	encontrara	en	una	orbita	lejana,	algo	así	como	el	Planeta	de	la	Simios,	solo	que	con	polacos,	rumanos,	entiéndame	bien,	sin	racismos	de	ningún	tipo,	pero	en	fin,	me	dije,	mi	vida,	por	propia	elección	tenia	ahora	mas	que	ver	con	todos	ellos	que	con	mis	recuerdos	bogotanos,	y	era	precisamente	eso	lo	que	tenia	delante…dejaba	atrás	una	vieja	piel,	frágil,	temerosa,	y	le	daba	paso	a	une	nueva,	mas	fuerte,	la	piel	con	la	que	debía	encarar	esta	urbe	cruel	y	alocada	en	la	que	todo	el	mundo	debía	armarse	para	no	ser	tragado	y	después	escupido	en	algún	maloliente	sifón…399		He	arrives	in	Paris	hoping	to	make	his	mark	in	Latin	American	literature	but	finds	instead	the	Tout-Monde.		When	he	asks	“para	qué	diablos	vine	a	Paris?”	(Why	the	hell	did	I	come	to	Paris?)	He	quickly	finds	an	answer	to	his	question:	“...	porque	quiero	escribir	y	siempre	crei,	por	influencia	de	tantos,	que	éste	era	el	major	lugar	para	hacerlo.”400		As	his	former	vision	and	understanding	of	Paris	slowly	transforms,	he	also	breaks	free	from	the	national	attachments	he	initially	considered	valuable.		It	is	significant	that	while	the	group	of	Colombian	exiles	welcomes	him	to	the	city	and	initially	helps	him	navigate	the	new	city,	their	presence	fades	away	gradually	and	is	replaced	with	newly	formed	friendships	with	Kim	from	North	Korean,	Salim	from	Morocco,	Saskia	and	Laslo	from	Rumania,	Susi	and	Désirée	from	Senegal.			
It	is	also	fitting	then	that	Paris	in	all	its	powerful	symbolism	and	privileged	cultural	position	would	be	the	backdrop	against	which	Gamboa	takes	aim	at	the	myth	of	Latin	American	literature.		If,	as	Walter	Mignolo	has	argued	in	his																																																									399	Gamboa,	El	Sindrome,	152.	400	Santiago	Gamboa,	El	Sindrome	de	Ulises,	194.			
															 265	deconstruction	of	the	concept	of	Latin	America,	the	idea	of	a	common	culture	to	the	southern	part	of	the	continent	emerged	by	and	for	colonial	powers	during	the	18th	century	as	a	strategy	to	enclose,	prescribe,	oppress,	and	subcategorize	the	region	and	its	people	as	subordinate	to	Europe	(and	later	North	America),	then	Gamboa	goes	to	the	source	of	the	idea	of	a	homogeneous	field	of	cultural	production	(i.e.	Latin	America)	to	liberate	his	creativity	from	that	confining	and	condescending	geographical	category.401		Esteban—Gamboa’s	porte	parole—questions	whether	the	symbolic	place	he	has	dreamt	about	really	exists	and	asks	himself	where	he	can	find	the	mythical	“Paris”	which,	once	reached,	would	mean	he	has	successfully	“arrived”	to	the	world	of	letters:		“para	poder	llegar,	de	una	vez	por	todas,	a	esa	ciudad	con	la	que	habia	soñado	cuando	quise	venir	y	que	hasta	ahora	no	veia	por	ningun	lado.”402	And	if	he	cannot	find	the	city	he	had	aspired	to	all	his	creative	life	and	had	traveled	to	encounter,	it	is	because	he	has	not	yet	gotten	rid	of	his	preconceived,	postcolonial,	notions	of	what	a	writer	is	and	does.		These	ideas	must	first	die.		And	quoting	V.S.	Naipaul’s	The	Enigma	of	Arrival	Gamboa	makes	his	aspirant	writer	declare	that	his	impulse	to	write	is	both	the	most	noble	and	the	most	castrating	because	of	his	education.		The	narrator	realizes	that	first	he	has	to	get	rid	of	his	previous	ideas	of	what	is	a	writer—he	has	to	be	free	of	the	category	of	a	national	or	Latin	American	writer—in	order	to	have	access	to	his	creativity.			
El	impulso	mas	noble,	en	aquel	marco	colonial,	había	sido	el	mas	castrante.		Para	ser	lo	que	quería	ser,	tuve	que	dejar	de	ser	o	salirme	de	lo	que	era.		Para	llegar	a	ser	escritor	tuve	que	desprenderme	de																																																									401	Walter	Mignolo,	The	Idea	of	Latin	America,	Malden,	MA:	Blackwell	Publishing,	2005.	402	El	Sindrome,	194.	
															 266	muchas	de	las	primeras	ideas	unidas	a	la	ambición	y	el	concepto	que	me	había	dado	del	escritor	mi	semi-educación.403		Like	Sancher,	Lucien	Evariste	and	Emile	Etienne	in	Condé’s	novel	Traversée	de	la	
mangrove,	Gamboa’s	writer	in	El	Sindrome	de	Ulises	faces	the	question	of	what	it	is	writing,	and	what	it	means	to	write?		If	Condé	uses	her	character’s	confrontation	with	mourning	to	liberate	herself	from	the	constraining	regime	of	Creolité,	Gamboa	puts	to	use	his	writer	narrator’s	encounter	with	crime	and	murder	to	articulate	his	ideas	vis-à-vis	creation	and	to	separate	his	own	writing	from	a	supposed	Colombian	or	Latin	American	tradition.		Esteban	sums	it	up	in	the	following	monologue:		
Supuse	entonces	que	cada	escritor	forja	su	tradición	y	su	propia	teoría	de	lo	que	debe	ser	un	escritor…¿qué	escribir?	Lo	repetí	en	voz	alta,	dirigiendo	mi	pregunta	hacia	el	techo,	¿qué	escribir?	Nadie	respondió,	aunque	si	ocurrió	algo	y	fue	que	el	teléfono	se	puso	a	sonar…	Era	Kadhim”	404	Esteban	may	not	have	a	prompt	answer	to	his	question	nor	a	theoretical	frame	to	structure	his	writing,	but	he	heeds	the	phone	call	from	his	Moroccan	friend.		The	immediacy	of	the	phone	ringing	and	his	subsequent	literary	project	to	write	a	novel	that	would	describe	the	lives	of	his	fellow	Parisian	immigrants,	including	Kadhim,	functions	as	an	answer	to	Gamboa’s	rhetorical	question.		The	story	of	those	who	live	in	the	underbelly	of	Parisian	society	is	what	ought	to	be	told,	in	other	words,	his	encounter	with	the	Tout-Monde	is	the	substance	of	his	writing.					
Kim’s	suicide	at	the	closing	of	the	novel,	when	he	decides	to	jump	from	a	window,	combined	with	Gamboa’s	cinematic	rendition	of	the	final	scene	where	the	narrator	recalls	Fellini’s	Clowns	and	compares	himself	to	the	lonely	clown	left																																																									403	El	Sindrome	de	Ulises,	175.			404	El	Sindrome,	176.	
															 267	onstage	at	the	end	of	the	movie,	sum	up	Gamboa’s	portrayal	of	the	tragic	and	solitary	condition	of	the	immigrant.		Like	the	clown,	he	hides	his	misfortune	and	vulnerability	behind	a	mask	of	tenacity,	is	forced	to	perform	pathetic	and	thankless	acts	to	live,	but	holds	on	to	his	rebellion.405		Kim	ends	his	life	as	an	ultimate	act	of	revolt.		Dead,	he	will	no	longer	have	to	pay	the	debt	he	entered	into	in	order	to	secure	his	wife’s	clandestine	journey	into	France	from	North	Korea—a	repayment	that	would	had	forced	him	to	work	for	free	for	the	remainder	of	his	life.		Gamboa	takes	on	the	role	of	Fellini	as	the	filmmaker	“attempts	to	create	a	meaningful	vision	amid	a	grotesque	and	humorless	reality”.406		The	third	section	of	this	chapter	will	look	at	how	along	with	the	decomposition	Gamboa	has	been	intent	on	depicting	with	the	descriptions	of	Paris	El	Sindrome	de	Ulises,	the	birth	of	a	literary	project	also	takes	place.		Faced	with	the	collapse	of	meaning,	characters	launch,	like	Gamboa	himself,	the	writing	of	a	new	novel.		Much	like	Fellini’s	Clowns,	Gamboa’s	attempt	to	transform	the	grotesque	reality	of	the	immigrant,	outcasts	within	the	Tout	Monde,	into	a	meaningful	vision	through	literature.			
	 4.2.2	Jerusalem,	A	Martyrized	Ville-Monde	
	
																																																								405	William	J.	Free,		“Fellini’s	I	Clowns”	and	the	Grotesque,”	Journal	of	Modern	
Literature.	Vol.3,	No.	2,	Film	as	Literature	and	language.		April,	1973.		218,	227:	“The	clown,	wherever	he	appears,	has	three	identifying	traits:	his	mask	and	costume,	his	comic	actions,	and	his	rebellion”...Fellini	accepts	his	own	obsession	with	clowns	in	a	world	in	which	the	clown	is	dead	and	the	grotesqueness	of	the	artist’s	attempt	to	create	a	meaningful	vision	amid	grotesque	and	humorless	reality.”	406	Free,	225.	
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La	guerra,	siempre	la	guerra	al	principio	de	todo.	Lo	importante	es	lo	que	se	hace	
después	de	ella,	una	vez	que	se	logra	construir	la	paz.407	
	In	Necropolis	Santiago	Gamboa	brings	together	of	a	group	of	biographers	from	different	corners	of	the	planet	to	translate,	from	varying	vantage	points,	the	ways	violence	is	the	leading	force	shaping	human	lives.		Whether	from	Poland,	Colombia,	Italy,	or	the	Hispanic	ghettos	at	the	heart	of	the	United	States,	his	characters	have	witnessed	a	world	in	crisis	where	crime	and	death	have	pushed	them	to	the	most	extreme	of	places	to	find	some	form	of	meaning	in	their	lives	and	make	sense	of	the	turmoil	around	them.		The	raw	thrill	of	pornography,	the	charismatic	promises	of	an	evangelical	preacher	at	a	megachurch,	the	wild	justice	of	plotting	one’s	revenge,	and	the	contained	drama	as	well	as	the	cold	and	abstract	excitement	of	a	chess	game	capture	the	very	pascalian,	human	need	to	divert	from	the	imminence	of	destruction	and	death.		Jerusalem,	one	of	the	oldest	cities	in	the	world	and	a	metaphor	for	a	planet	at	war	with	itself,	is	portrayed	as	constantly	assailed	by	violence.		The	city	functions	as	the	ideal	setting	to	explore	how	human	cruelty	is	universal	and	counter	the	exceptionalist	perspective	that	sees	national	wars—in	particular	Colombia’s	long	civil	conflict—as	unique.			
Much	like	Gamboa	uses	Paris	in	El	Sindrome	de	Ulises	to	translate	the	disappearance	of	an	idea	of	Latin	American	literature	and	the	crumbling	of	
																																																								407	Santiago	Gamboa,	La	Guerra	y	la	paz.	Bogota:	Debate	Penguin	Random	House,	2014.		In	this	essay	Gamboa	explores	the	reasons	behind	Colombia’s	fifty-year	old	civil	war	and	the	2016’s	peace	talk	negotiations	with	the	FARC	to	put	it	within	a	larger,	universal	perspective.		“El	odio	es	el	más	antiguo	principio	de	las	guerras	porque	éste	sí,	se	puede	adecuar	a	cualquier	circunstancia,	época	o	lugar.		Es	ecuménico	y,	cómo	el	espíritu	en	la	Biblia,	‘sopla	dondequiera’.”	
															 269	affiliation	through	national	membership,	with	Jerusalem	the	writer	explores	the	human	will	to	destroy	one	another,	irrespective	of	nationality.		To	highlight	that	violence	is	universal	and	Colombia’s	civil	conflict	is	one	among	many	is	aimed	at	dislocating	the	centrality	of	one	set	of	national	conditions	in	writing	and	free	the	artist	from	the	burden	of	having	to	represent	the	particularities	of	his	birthplace.			
Metonymically,	the	title	of	the	novel	suggests	an	ancient	city	of	the	dead,	in	this	case,	a	burial	site	for	the	very	idea	of	the	nation	as	the	exclusive	prism	through	which	one	should	understand	culture,	literature,	and	reality.		Gamboa	could	not	have	set	his	novel	in	a	more	symbolic	site	considering	that	Jerusalem	although	a	contested	capital,	belongs	to	no	nation.		Both	Palestinians	and	Israelis	have	been	fighting	since	the	inception	of	the	Jewish	nation	over	the	right	to	control	the	city.		Christianity,	Judaism	and	Islam	consider	Jerusalem	a	sacred	city,	have	used	it	as	symbol	of	their	faith	and	expect	to	witness	there	the	realization	of	God’s	plan	on	Earth.		Men	and	their	beliefs	have	laid	claim	to	this	Middle-Eastern	city	and	thus	inscribed	it	with	all	the	symbolic	weight	of	religion.408		And	yet,	this	is	a	city	that	belongs	to	the	world	and	cannot	be	exclusively	claimed	by	any	one	religion	or	nation.		The	hilltop	compound	in	Jerusalem’s	Old	City	that	watches	over	the	novel,	the	Temple	of	the	Mount,	encapsulates	the	palimpsest	nature	of	this	site,	a	quality	that	has	fueled	endless	debates.409		It	represents	the	most	sacred	site	in	Judaism	as	
																																																								408	Tamar	Mayer	and	Suleiman	Ali	Moura,	Jerusalem:	Idea	and	Reality.			London	and	New	York:		Routledge,	2008.	
409	The	most	recent	being	the	Unesco’s	resolution	of	October	12,	2016	where	the	language	used	to	refer	to	the	contested	Holy	site	gestured	to	its	connection	with	Islam	by	using	its	Arabic	denomination	Haram-al-Sharif	and	ignoring	the	Jewish	
															 270	well	as	the	third	most	sacred	site	of	Islam:	Haram-al-Sharif	for	Muslims	who	believe	it	marks	the	ascent	of	the	prophet	Muhammad	into	heaven	as	well	as	the	site	of	the	sacrifice	by	Ibrahim	of	his	son	Ishmael,	while	for	Judaism	it	is	the	location	where	God	gathered	dust	to	create	Adam	and	where	Abraham	was	prepared	to	sacrifice	his	son	Isaac	to	prove	his	faith.410		Christianity	also	memorializes	the	Temple	Mount	since	it	alludes	to	Jesus’s	new	covenant	with	men,	symbolically	proclaimed	when	he	chased	the	moneychangers	out	of	the	temple.		Claimed	by	all	and	controlled	by	none,	Jerusalem	provides	the	ideal	backdrop	for	the	writer’s	dislocation	of	a	narrative	of	violence	that	would	be	exclusive	to	one	nation.			
The	first	time	the	nationless	city	comes	into	view,	it	appears	as	a	space	of	constant	crisis.		The	sights,	smells,	and	sounds	reflect	the	endless	pace	of	war.		Upon	approaching	the	old	walls	of	the	contested	city,	a	capital	shared	by	Muslims,	Jews	and	Christians	alike,	the	narrator	offers	the	following	description:	
Delante	de	mi	estaba	la	ciudad.		Decenas	de	columnas	de	humo,	negras	como	chimeneas	de	vapor,	se	elevaban	hacia	el	cielo	en	la	zona	oriental.		Eran	incendios.		A	lo	lejos	se	escuchaban	sirenas	y	una	gran	actividad	defensiva.		Había	trincheras	y	check	points		por	todos	lados,	hombres	armados,	nidos	de	ametralladoras,	férreas	alambradas,	sacos	de	tierra	en	las	terrazas,	muros	perforados,	estructuras	de	acero	chamuscadas,	cemento	renegrido	por	las	explosiones.411				[There	in	front	of	me	was	the	city.	Dozens	of	columns	of	smoke,	as	black	as	funnels,	rose	toward	the	sky	in	the	eastern	area.		They	were	fires.		In	the	distance,	sirens	could	be																																																																																																																																																																						name	in	Hebrew	Har	HaBayit		Yasmeen	Serhan,		“The	UNESCO	Constrovery	Over	Holy	Land	Sites”.			The	Atlantic.			Oct	14,	2016.	www.theatlantic.com	410	Wendy	Pullan,	Maximilian	Sternberg,	Lefkos	Kyriacou,	Craig	Larkin,	Michael	Dumper,	The	Struggle	for	Jerusalem’s	Holy	Places,	London:	Routledge,	2013.	11.	411	Necropolis,	58.		Necropolis,	58-59.	
															 271	heard,	and	a	great	deal	of	activity	was	clearly	going	on	in	defense	of	the	city.		There	were	trenches	and	checkpoints	on	all	sides,	armed	men,	machine	gun	nests,	barbed	wire,	sandbags	on	the	balconies,	walls	with	holes	in	them,	structures	of	scorched	steel,	concrete	blackened	by	the	explosions.]	He	cleverly	juxtaposes	the	sight	of	smoke	from	recent	bomb	explosions	darkening	the	skies	with	the	sounds	of	emergency	responders	attempting	to	contain	the	deadly	carnage.		These	contrasting	events	within	the	city	reveal	what	for	the	writer	are	the	two	human	contradictory	instincts:	survival	and	destruction.			
	 Every	story	gathered	in	the	novel,	although	taking	place	in	different	parts	of	the	planet,	replays	the	violence	and	the	sufferer’s	desire	to	retell	his	experience.		Storytelling,	as	the	last	section	of	this	chapter	argues,	is	for	Gamboa	the	only	way	to	contain	the	chaotic	experience	of	globality	and	last	hope	for	meaning	in	a	world	of	chaos.		Jerusalem	may	be	the	gathering	place	for	the	men	and	women	whose	life	stories	Gamboa	imagines	in	Necropolis,	but	the	city’s	never-ending	turmoil	and	complicated	political	conflict	are	not	exclusive	to	this	nationless	capital.		The	writer	narrator	explains:			
Es	solo	una	guerra	mas,	aunque	bien	podría	ser	la	metáfora	de	todas	las	guerras,	de	la	frustración	y	el	desacuerdo,	del	odio,	la	lejanía;	todo	eso	no	son	mas	que	palabras	y	en	cambio	las	balas	son	bien	reales,	se	meten	en	la	piel	y	dañan	órganos,	perforan,	mutilan…	Hay	una	perversa	lógica	o	un	destino	humano	que	conduce	a	la	guerra	sin	que	los	individuos	puedan	evitarlo.412	[It’s	just	one	more	war,	although	it	could	well	be	a	metaphor	for	all	wars,	the	frustration,	the	discord,	the	hatred,	the	separation;	but	that’s	just	words,	whereas	bullets	are	quite	real,	they	pierce	the	skin	and	damage	organs,	they	puncture	and	maim…	There’s	a	perverse	logic,	a	human	destiny,	that	leads	to	war,	and	individuals	to	do	nothing	to	stop	it.]																																																									412	Necropolis,	163.		Necropolis,	164.	
															 272	By	deconstructing	the	violence	of	Jerusalem,	that	is	by	analyzing	it	root	causes,	reducing	its	magnitude	to	its	constituent	parts,	and	reinterpreting	it	as	one	more	war	among	many,	Gamboa	paves	the	way	to	do	the	same	with	Colombia’s	long	history	of	violence.	
It	is	important	to	recall	the	pivotal	role	that	violence	played	within	the	development	of	a	national	consciousness	among	Colombian	writers	and	how	it	forged	a	national	literary	tradition.413		As	a	constitutive	element	of	its	literary	space,	violence	also	instilled	a	sense	of	exceptionality	in	the	country.		It	is	against	this	attitude	of	perceived	uniqueness	that	Gamboa	chooses	to	dislocate	the	nation	from	the	heart	of	violence	and	distance	his	own	writing	from	representations	where	Colombia	and	its	relationship	with	the	world	can	only	be	seized	through	the	prism	of	drug	trafficking,	guerrilla	violence,	and	its	paramilitary	counter	violence.		When	he	describes	violence	across	the	Tout-Monde,	in	all	its	brutality	and	spine-chilling	coldness,	he	challenges	the	provincialism	of	writers	who	see	Colombia’s	situation	as	unique.		There	are	more	stories	to	tell	and	a	larger	perspective	to	take	when	it	comes	to	literature,	according	to	the	writer,	which	is	why	the	life	within	ghettos	of	the	United	States,	the	workings	of	the	European	porn	industry,	and	a	nameless	war	where	Polish	and	Swede	soldiers	lost	their	lives	are	weaved	together	into	one	novel	alongside	details	of	Colombia’s	conflict.			
By	allowing	a	multitude	of	voices—	from	different	walks	of	life	and	distant	geographical	locations—to	tell	a	variation	of	the	same	story	of	violence	and	
																																																								413	See	Williams.	
															 273	suffering,	the	writer	breaks	open	the	container	of	the	nation	and	liberates	his	own	position	as	Colombian	writer	from	a	tragic	form	of	exceptionalism.		And	if	violence	is	not	endemic	to	just	Colombia	or	its	national	history,	but	represents	instead	a	human	drive,	it	opens	the	path	for	the	writer	to	locate	himself	within	a	larger	universal	point	of	view.		To	this	regard,	narrator’s	comments	at	the	beginning	of	the	novel,	as	he	reads	the	attendee’s	biographies,	anticipates	the	parallels	between	all	the	stories	in	the	novel:		
Los	invitados	y	sus	estrafalarias	vidas	parecían	sacados	de	obras	de	Tennessee	Williams,	esos	dramas	portuarios	donde	todos	están	ebrios	y	desesperados,	donde	mujeres	y	hombres	se	anhelan	con	violencia	y	todo	es	profundamente	trágico…414	[The	delegates	and	their	bizarre	lives	seemed	straight	out	of	a	play	by	Tennessee	Williams,	one	of	those	waterfront	dramas	where	everyone	is	drunk	and	desperate,	women	and	men	endlessly	lust	after	each	other,	and	everything	is	profoundly	tragic…]	This	first	impression	of	a	pervading	sense	of	tragedy	in	the	“international”	gathering	of	writers	is	an	accurate	representation	of	what	is	made	public	knowledge	during	the	congress.	
When	Jose	Maturana	brings	to	life	both	the	streets	of	his	native	Miami	and	the	prison	life	at	Moundsville	penitentiary	in	West	Virginia—where	he	was	held	for	robbery	and	murder—he	brings	to	the	foreground,	in	the	vulgar	language	of	the	streets,	the	level	of	degradation	and	savagery	human	beings	are	capable	to	reach.		Prostitution,	drug	addiction,	and	murder	are	the	daily	fodder	in	a	world	where	human	life	has	ceased	to	have	much	value.		Saved	by	a	controversial	and	eccentric	preacher	who	visits	the	lowest	places	in	the	hope	to	inspire	a	renewed	sense	of																																																									414	Necropolis,	27.		Necropolis,	28.	
															 274	meaning	in	the	lives	of	those	at	the	margins	of	society,	Maturana	is	delivered	from	his	addictions	thanks	to	his	blind,	but	short-lived	faith	in	Walter	de	la	Salle,	a	modern-day	Christ	figure.415		There	is	a	baroque	exaggeration	in	Gamboa’s	superposition	of	social	ills	assailing	the	inner	cities	of	America.		There	are	so	many	scenes	of	brutality—in	the	most	crude	of	languages—that	no	taboo	remains	untouched	in	Maturana’s	tale.		
In	a	different	continent,	but	faced	with	very	similar	extreme	conditions	of	brutality,	a	Polish	soldier	by	the	name	of	Fereck	Oslovski	finds	himself	the	victim	of	torture	at	the	hands	of	a	group	of	soldiers	whose	language	he	cannot	understand.		Gamboa	zeroes	in	on	the	brutality	to	set	up	one	of	the	mirrors,	in	a	house	full	of	mirrors	that	reflect	off	each	other	how	cruelty,	survival,	and	power	are	part	of	the	fabric	of	human	experience.		This	scene	of	torture	anticipates	others	to	follow	as	echoes	across	the	distance.		Oslovski’s	vulnerability	and	imminent	sense	of	having	only	a	couple	moments	to	live	is	matched	with	the	brutality	of	his	captors.			
Lo	maniataron,	amenazándolo	con	rifles	puestos	contra	su	nuca…	Lo	acostaron	en	una	mesa	agujerada,	coja	y	con	oxido,	y	empezaron	a	hacerle	preguntas…	Quien	hacia	las	preguntas	hablaba	hebreo	y	lo	primero	que	hizo	fue	apagarle	el	cigarrillo	en	el	estomago.		Oslovski	pegó	un	grito	de	dolor.		Después	vino	algo	mas	desagradable	con	las	uñas.		Le	levantaron	la	del	meñique	usando	astillas	de	madera…Uno	de	los	hombres	se	fijo	en	sus	testículos…Sin	soltar	sus	testículos	el	
																																																								415	Jose	Maturana	presents	him	as	a	young	man	of	the	streets,	covered	in	tattoos	and	long	hair,	but	also	endowed	with	the	ability	to	reach	the	hearts	and	minds	of	the	marginal	youths	living	in	the	inner	cities	with	a	message	of	God’s	salvation.		His	first	disciple,	Jessica,	recognizes	him	as	a	new	version	of	Jesus,	the	anointed	one.	“Jessica	estaba	llamada	a	ser	su	María	Magdalena…	ella	fue	la	que	se	refirió	a	el	en	términos	divinos,	lo	de	ser	un	ungido	entre	los	hombres,	y	diciéndole,	tu	no	eres	humano…tu	eres	un	Cristo..”	Necrópolis,	44.		
															 275	verdugo	había	hecho	el	primer	corte,	una	hendidura	limpia	y	profunda	en	el	muslo…416	[They	tied	his	hands,	threatening	him	with	riffles	pressed	to	the	back	of	his	neck…They	laid	him	naked	on	a	rusty,	rickety	table	full	of	holes,	and	started	asking	him	questions…	The	man	who	was	asking	the	questions	spoke	Hebrew,	and	the	first	thing	he	did	was	to	put	out	his	cigarette	on	Oslovski’s	stomach.		Oslovski	screamed	in	pain.		Than	came	something	rather	more	unpleasant	with	his	nails.		They	removed	the	nail	from	his	little	finger	with	wooden	splinters…One	of	the	men	stared	at	his	testicles…	Still	holding	his	testicles,	the	torturer	had	made	the	first	cut,	a	clean	deep	fissure	in	the	thigh…]			In	addition	to	the	violence	described	above,	there	is	the	also	writer’s	technique	of	a	
mise	en	abîme	that	reflects	on	the	nature	of	memory,	storytelling	and	the	human	need	for	fiction.		Since	it	is	the	French	biographer	attending	the	Congress	(Edgar	Miret	Supervielle)	who	recounts	Oslovski’s	torture.		There	are	at	least	two	narrative	instances	framing	the	story	of	violence	since	Supervielle	arrives	to	the	story	via	an	article	he	had	read	in	the	Chicago	Tribune	and	now	deems	worthy	of	retelling	to	the	congress	attendees.		This	plurality	of	narratives	levels,	creating	a	box	within	the	box	effect,	is	deployed	several	times	in	Necropolis.		Gamboa’s	creative	process	of	embedding	every	story	within	another	and	contains	the	writer’s	landmark	metanarrative	moments,	spaces	that	give	him	free	reign	to	reflect,	not	without	irony,	on	the	nature	of	storytelling,	readership,	and	reception.417		This	strategy	is	repeated	when	Gamboa	presents	the	stories	of	his	two	other	Colombian	characters.			
																																																								416	Necrópolis,	186.		Necropolis,	187-188.	417	Necropolis,	104-105.		With	ironic	undertones,	Gamboa	includes	the	long	monologue	of	Lottman,	the	sought	after	editor	of	Tiberiade,	who	spells	out	what	the	publishing	houses	and	the	market	are	seeking	among	writers.		All	the	writers	listen	carefully	as	they	want	to	know	what	type	of	fictions	would	have	a	readership:		“aquel	capaz	de	adecuarse	a	los	gustos	del	publico	sin	por	ello	renunciar	a	su	propio	magma	creador,	a	su	mismidad…	el	que	sabe	nadar	en	las	revueltas	aguas	del	gusto	
															 276	Despite	the	fact	that	Gamboa	displaces	Colombian	history	and	politics	from	the	center	of	the	narrative	in	Necropolis,	he	is	still	interested	in	representing	the	violent	conflict	of	his	native	country.		With	the	two	stories	told	by	Moises	Kaplan—his	own	and	the	one	he	writes	for	the	event—Gamboa	comes	to	grip	with	the	subject	matter	of	the	nation’s	political	and	social	violence,	topics	that	remain	for	many	of	his	contemporaries	the	central	axis	of	their	engagement	with	literature.418			
In	the	chapter	entitled	“El	Sobreviviente”	(the	survivor)	Gamboa	engages	with	the	current	events	of	Colombia.		He	portrays	the	scenes	of	desolation	and	brutality	that	became	commonplace	in	the	country	as	a	result	of	the	war	between	the	guerrillas	and	paramilitaries	for	control	of	the	territory.			
Creo	que	era	Usiacurí,	pero	en	realidad	podía	ser	cualquiera	de	estos	pueblitos	tristes	de	Colombia,	las	casas	arrasadas,	la	plaza	central	hecha	un	mar	de	ceniza	y	escombros,	la	iglesia	como	una	antorcha	ardiendo,	el	almacén	de	abastos	destruido,	convertido	en	humo…	pisando	escombros	y	campesinos	muertos	y	niños	muertos,	calcinados	por	la	quema…419	[I	think	it	was	Usiacurí,	but	in	reality	it	could	have	been	any	of	those	sad	little	towns	in	Colombia,	the	houses	had	been	razed	to	the	ground,	the	central	square	was	a	sea	of	ash	and	rubble,	the	church	was	like	a	burning	torch,	the	general	store	had	been	turned	to	smoke…	treading	on	rubble	and	the	charred	bodies	of	peasants	and	children…]	This	scene	of	death	spells	out	the	indiscriminate	destruction	as	well	as	the	innocence	of	the	victims.		It	is	told	by	Moises	Kaplan,	a	businessman	from	a	Jewish																																																																																																																																																																						popular	sin	que	se	note	mucho,	sin	estridencias…	lo	que	le	permitirá	protegerse	de	acusaciones	y	denuestos	que	le	lloverán	de	boca	de	escritores	anticuados,	los	cuales	lo	tildaran	de	oportunista,	de	vendido	e	Iscariote,	puta	del	oficio	y	todas	esas	cosas	que	dicen	los	resentidos,	los	que	no	venden,	los	fundamentalistas	de	la	tradición…”	418	Mario	Mendoza,	Laura	Restrepo,	Jorge	Franco,	Fernando	Vallejo,	among	many	others.	419	Necrópolis,	241.			Necropolis,	245.	
															 277	family	who,	for	four	generations	had	been	building	an	empire	of	fabric	and	clothing	stores	in	the	Quindío	region,	but	was	forced	into	exile.		After	refusing	to	pay	the	paramilitaries,	and	corrupt	politicians	behind	them,	what	amounted	to	extortion	money	to	be	able	to	remain	in	business,	he	saw	no	other	solution	but	to	flee	the	country.		Before	saying	goodbye	to	his	native	land,	he	makes	public	the	corruption	he	witnessed	and	destroys	the	political	careers	of	his	enemies	as	a	form	of	retaliation.	
From	abroad,	he	dreams	of	his	old	homeland	and	writes	fiction	to	exorcise	the	pain	of	forced	exile.		The	stories	he	imagines	revolve	around	the	idea	of	plotting	an	elaborate	and	successful	revenge,	probably	to	live	out	his	own	fantasies	of	avenging	the	crimes	committed	against	him.		When	Kaplan	introduces	another	voice	and	another	story—that	of	Ramón	Melo	Garcia,	one	more	victim	of	Colombia’s	civil	war—Gamboa’s	polyphonic	narrative	multiplies	once	again	within	the	house	of	mirrors	of	Necropolis.			
Gamboa	rewrites	Alexandre	Dumas’	Count	of	Montecristo	when	Kaplan	imagines	a	modern	day	Edmond	Dantès	turned	bitter	and	vengeful	after	he	has	discovered	the	betrayal	of	his	friends.		The	parallels	are	obvious:		An	innocent	man,	who	is	wrongly	accused	of	treachery,	loses	his	freedom	but	escapes	through	a	tunnel	in	the	middle	of	the	Colombian	jungle	to	collect	a	treasure	with	the	help	of	a	priest,	which	allows	him	in	turn	to	carry	out	a	well-executed	revenge.		Gamboa	nestles	Ramón	Melo’s	voice	within	that	of	Kaplan’s	when	he	concludes:		
															 278	No	sintió	ganas	de	llorar,	o	mejor	dicho	no	le	vino	el	llanto,	aunque	estaba	triste.		Todos	habían	sido	victimas…	La	venganza	había	sido	lo	mas	importante	de	su	vida;	en	cierto	modo	había	vivido	los	últimos	años	para	eso	y	ya	estaba	completa…	Había	cumplido	su	misión	y	podía	irse	sin	remordimientos,	como	se	estaba	yendo	ahora	de	un	país	que	lo	había	echado	a	patadas,	para	siempre,	pues	supo	que	jamás	volvería.420			[He	did	not	feel	like	crying,	or	rather,	no	tears	came,	even	though	he	was	sad.		When	you	come	down	to	it,	they	had	all	been	victims…	Revenge	had	been	the	most	important	thing	in	his	life;	that	had	been	his	only	reason	for	living	in	the	last	few	years,	and	now	it	was	over…	He	had	accomplished	his	mission	and	could	leave	without	remorse,	as	if	he	was	saying	goodbye	to	a	country	that	had	kicked	him	out,	forever,	because	he	also	knew	that	he	would	never	return.]	It	is	remarkable	that	although	Gamboa	highlights	the	deep	sense	of	injustice	and	desire	for	vengeance	experienced	by	his	Colombian	characters,	he	does	so	to	connect	them	with	the	outside	world.		By	stressing	the	psychological	effects	on	its	victims	rather	than	focusing	his	attention	in	the	particular	brutality	of	the	acts,	and	dialoguing	with	the	high	cost	of	vengeance—the	way	Dumas	did—Gamboa	refuses			to	remain	enclosed	within	the	nation.		What	is	more,	in	the	way	he	concludes	this	particular	story,	with	Ramon	feeling	defeated	despite	his	successful	vengeance,	Gamboa	shows	the	futility	of	vengeance.			
4.3		Novela	Negra421		Santiago	Gamboa	joins	a	larger	and	recent	Latin	American	trend	that,	following	the	footsteps	of	Borges,	seeks	to	elevate	the	detective	novel,	which	had																																																									420	Necropolis,	280.			Necropolis,	287-288.			421	Demetrio	Estébanez	Calderon.Diccionario	de	terminos	literarios.	Madrid:		Alianza	Editorial,	1999.	“Denominación	que	se	aplica	a	un	subgénero	narrativo	(relacionado	a	la	novela	policiaca)	que	surge	en	Norteamérica	a	comienzos	de	los	años	veinte,	y	en	el	que	sus	autores	tratan	de	reflejar,	desde	una	conciencia	critica,	el	mundo	del	gansterismo	y	la	criminalidad	organizada,	producto	de	la	violencia	y	la	corrupción	de	la	sociedad	capitalista	de	esa	época.”	
															 279	been	relegated	as	a	mass-market	and	popular	tendency,	into	a	genre	with	considerable	literary	value.422		For	Gamboa,	the	novela	negra	is	a	vehicle	to	travel	the	world,	critique	contemporary	society,	and	partake	in	a	literary	preoccupation	with	narrative	forms.		From	its	inception,	the	genre	participates	in	a	transatlantic	and	transnational	phenomenon	that	bridges	the	gap	between	different	languages,	national	borders,	and	literary	traditions.		For	Glen	Close,	Edgar	Allan	Poe	himself	personifies	the	triangular	nature	of	the	genre	when	he	highlights	that	Poe,	as	its	precursor,	is	born	in	Boston,	is	educated	in	England,	lives	in	Philadelphia,	but	situates	the	foundational	text—Murder	in	the	Rue	Morgue	(1843)—in	Paris.423		Despite	its	American	ties,	the	detective	novel	does	not	find	a	fertile	ground	in	the	Americas,	and	it	is	not	until	the	1920’s,	with	the	commercial	success	of	Black	Mask	magazine,	that	other	American	writers	contribute	and	refashion	the	genre	to	carry	out	a	critique	of	contemporary	society.		This	faculty	to	survey	with	a	critical	eye	the	traumas	and	tensions	found	at	the	bottom	of	society,	conditions	that	other	forms	of	the	novel	fail	to	grasp—or	refuses	to	tackle—sets	in	motion	a	renewed	interest	of	the	novela	negra	in	Latin	America	and	Spain.424			
																																																								422	In	1942	Jorge	Luis	Borges	publishes	“La	Muerte	y	la	brújula”	in	Sur	and	participates	in	the	translation	of	a	series	of	British	detective	novels	with	Adolfo	Bioy	Casares	that	leads	the	Argentinian	publishing	house	Emecé	to	create	the	series	El	
Septimo	Circulo.		This	series	would	introduce	the	work	of	Raymond	Chandler	to	Spanish	speaking	audiences.			423	Glen	Close,	“La	Novela	Negra	in	a	Transatlantic	Literary	Economy,”	
Iberoamericana	(2001-)	Nueva	época,	Año	6,	No.	21.		Marzo	2006,	115-131.			424	Gustavo	Forero	Quintero,	“La	Novela	de	crímenes	en	America	Latina:	Hacia	una	nueva	cracterizacion	del	género.”		
															 280	To	better	seize	how	Santiago	Gamboa	joins	this	regional	trend	and	exploits	its	possibilities	of	a	transnational	genre	that	explores	social	decomposition	while	it	remains	self-conscious	of	its	literary	practice,	we	will	return	to	the	three	novels	we	have	looked	at	so	far.		In	Plegarias	Nocturnas	the	consul’s	investigation	of	Manuel’s	crime	allows	Gamboa	to	hurl	his	characters	away	from	Colombia	and	into	India,	Thailand,	Tokyo,	and	Iran.		In	Necropolis,	the	mysterious	death	of	Jose	Maturana	opens	the	door	for	a	critique	of	twenty-fist	century	post-capitalist	society	as	the	writer	narrator	probes	into	the	motives	of	the	former	pastor’s	apparent	suicide.		Through	the	self-aware	novel	El	Sindrome	de	Ulises	Gamboa	looks	at	what	it	means	to	writer	and	remains	concerned	with	form	as	his	protagonist	attempts	to	solve	the	riddle	of	Nestro’s	disappearance.		
When	Dashiell	Hammett	and	Raymond	Chandler	set	out	to	capture	the	degradation	of	a	North	American	urban	environment	from	the	perspective	of	the	solitary	individual	that	faced	the	oppressive	weight	of	the	social,	political,	and	financial	consequences	of	Prohibition,	the	Great	Depression,	and	the	Wall	Street	Crash,	the	Hard-Boiled	genre	was	born.		Theirs	was	a	rewriting	of	the	detective	genre	that	began	with	Edgar	Allan	Poe’s	imagining	of	the	character	of	Auguste	Dupin	as	he	first	appeared	in	The	Murders	of	the	Rue	Morgue	(1841),	The	Mystery	of	Marie	
Roget	(1842),	and	The	Purloined	Letter	(1844).	The	eccentric,	intuitive	and	keen	observer	of	other	men	for	whom	no	riddle	was	impossible	to	solve	is	both	the	precursor	of	Chandler	and	Hammett’s	detectives	and	the	forerunner	to	Gamboa’s	writer-narrators	in	El	Sindrome	de	Ulises	and	Necropolis	and	the	Colombia	consul	in	
Plegarias	Nocturnas.	Poe’s	successors	would	transform	the	backdrop—from	the	
															 281	upper	echelons	of	society	to	the	lowest	rings	of	American	gangsters	and	to	a	globalized	metropolis	peopled	with	migrants—in	order	to	carry	out	a	critique	of	their	contemporary	world.		Chandler	praises	the	transformation	carried	out	in	Hammett’s	writing	for	its	return	to	realism	since	“he	put	these	people	down	on	paper	as	they	are,	and	he	made	them	talk	and	think	in	the	language	they	customarily	used”	while	demonstrating	that	“the	detective	story	can	be	important	writing.”	425		For	Chandler	the	hardboiled	genre’s	capacity	to	decry	the	contradictions	of	society	all	the	while	conveying	a	sense	of	humanist	redemption	is	what	corroborates	its	place	as	a	work	or	art.		Paco	Ignacio	Taibo	II,	Manuel	Vasquez	Montalban,	and	other	novelists	seize	this	idea	when	they	endeavor	to	rewrite	the	rules	of	the	genre	to	fit	a	Latin	American	reality.426			
4.3.1	Crime	in	the	Tout-Monde	
The	revision	of	the	North	American	hard-boiled	in	the	novela	negra	appeals	immensely	to	Santiago	Gamboa	for	whom	the	city,	as	we	already	saw,	had	become	a	mirror	that	reflects	the	foundering	of	old	ideals.		He	is	particularly	drawn	to	the	narrative	ploy	of	the	detective	novel	where	an	investigator	must	survey—and	physically	visit—the	“scenes	of	the	crime”	to	uncover	the	mystery.		The	crime	that	preoccupies	Gamboa’s	writer	narrator	in	Plegarias	Nocturnas	takes	place	in	several																																																									425	Raymond	Chandler,	The	Simple	Art	of	Murder.		New	York:	Knopf	Doubleday	Publishing	Group,	1950.	426	In	an	interview	with	Carla	Fernandes,	Taibo	explains	that	he	wants	to	break	the	barrier	between	high	and	low	culture	by	writing	the	city	and	going	to	the	places	other	writers	refuse	to	enter.		His	project	returns	to	a	new	form	of	politics	since	it	places	the	novel	as	a	socially	engaged	form	of	literature	that	resists	North	American	cultural	influences	by	hijacking	a	genre	that	served	Hollywood	to	colonize	the	global	imagination.		Carla	Fernandes,	“Entretien	avec	Paco	Ignacio	Taibo	II”.			
															 282	geographically	dispersed	cities	in	the	Tout	Monde,	which	come	together	through	complex	political	and	economic	relationships.		The	novel	is	made	up	of	a	series	of	sketches	cleverly	bound	together	to	portray	the	political	and	paramilitary	crisis	in	Colombia	during	the	Alvaro	Uribe	presidency,	an	international	network	of	sexual	traffickers	luring	young	women	from	Latin	America	towards	Asia,	and	the	drug	trade	in	Asia.		After	the	consul	meets	Manuel	in	prison	and	commits	to	help	him	find	his	sister	Juana,	his	diplomatic	role	changes	dramatically.		The	writer	narrator	in	the	novel	becomes	a	political	detective	on	a	global	scale	given	the	different	nations	he	visits,	the	criminal	organizations	he	discovers,	and	the	connections	he	uncovers	as	he	searches	for	the	missing	woman.			
From	Bangkok	he	goes	to	New	Delhi,	Tokyo,	Tehran,	and	Bogota	in	his	quest	to	find	her	and	attempt	to	defend	Manuel	in	court.		The	novel	can	be	seen	as	journey	through	parts	of	the	Tout-Monde	that	examines	poverty	and	caste	in	India,	the	profitable	international	networks	of	prostitution	controlled	by	the	Yakuza	in	Japan,	the	institutionalized	mistreatment	of	women	in	Iran,	ending	with	an	in	depth	exposé	of	Uribe’s	“false	positives”	in	Colombia,	before	returning	to	Thailand—where	the	narrative	begins	and	ends—to	survey	the	Thai’s	criminal	justice	system.		What	is	remarkable	is	how	Gamboa	manages	to	link	several	crises	of	the	contemporary	world	in	one	novel	in	what	appears	as	a	tortured	journey	of	one	individual	across	the	Tout-Monde.			
So	how	does	Santiago	Gamboa	connect	these	geographically	distant	realities	in	one	novel?		He	imagines	a	character	like	Juana	who	decides	to	leave	the	country	
															 283	after	she	has	grown	dissatisfied	with	the	corruption	of	the	government	of	Alvaro	Uribe	and	the	complacency	of	its	citizenship	when	it	does	not	recoil	to	learn	that	his	government	was	engaging	in	“death	squad	tactics”	to	consolidate	further	political	control	of	the	nation.427		She	had	been	working	as	an	escort	in	Bogota	and	upon	witnessing	a	public	march	in	the	streets	of	Soacha	decides	to	infiltrate	the	national	security	service	to	become	a	female	avenger	and	take	justice	into	her	own	hands.428		But	her	plan	turns	out	to	be	more	than	dangerous	than	she	had	anticipated	and	to	escape	them	(since	they	wanted	to	kill	her	for	the	information	she	held	against	them),	she	accepts	a	questionable	deal	to	travel	to	Tokyo	to	expand	internationally	her	work	as	a	prostitute.		
The	images	of	solitude	and	alienation	in	Tokyo,	a	city	Juana	had	imagined	through	Murakami’s	work,	confirm	that	the	deal	to	travel	to	Asia	was	a	trap.		Gamboa	allows	the	reader	to	get	lost	in	the	traffic	of	Tokyo,	see	its	gardens,	and	witness	the	changing	of	the	seasons	as	a	dramatic	backdrop	against	which	he	reveals	that	Juana	had	indeed	become	a	victim	of	a	ring	to	human	traffickers.		The	poetic	beauty	of	the	city	is	coupled	with	a	violent	underworld	of	sex.																																																											427	The	“false	positives”	scandal	in	Colombia	involved	the	secret,	but	government	sanctioned,	strategy	of	the	armed	forces	of	inflating	the	number	of	guerilla	casualties	in	their	battle.		It	was	used	to	measure	and	demonstrate	the	military’s	success	in	gaining	terrain	in	the	war	against	the	guerrillas.		Michael	Evans,	“	‘Body	Count	Mentalities’	Colombia’s	‘False	Positives’	Scandal,	Declassified”.	The	National	
Security	Archive.		www.nsarchive.gwu.edu		January	9,	2009.	428	This	character	is	very	much	inspired	on	Stieg	Larsson’s	heroine	Lisbeth	Salander,	the	protagonist	of	the	Swedish	trilogy:		The	Girl	with	the	Dragon	Tattoo,	The	Girl	Who	
Played	with	Fire	and	the	Girl	Who	Kicked	a	Hornet’s	Nest.		Juana	describes	her	plan	to	the	consul	as	follows:		“Yo	iba	a	ser	su	angel	vengador…	Me	infiltré	en	el	DAS…	Me	convertí	en	su	puta…	Preferí	venderles	el	cuerpo	en	vez	del	alma,	que	es	lo	que	todos	vendian	en	ese	asqueroso	país.”		Santiago	Gamboa,	Plegarias	Nocturnas,	217.	
															 284	Gamboa	puts	on	display	a	human	gallery	of	the	victims	and	victimizers	of	a	transnational	economy	that	treats	female	bodies	as	commodities.		Her	pimps	in	Bogota	and	Tokyo	may	have	been	from	two	very	distant	cultures	and	behave	differently	on	the	surface,	but	they	are	driven	by	the	same	human	greed.		The	workings	of	both	rings	of	prostitution,	in	their	inhuman	treatment	of	the	women,	constitute	a	mirror	and	metaphor	for	the	values	of	late	capitalism	across	the	globe.		The	denigration	the	women	willingly	subject	themselves	to	combined	with	the	rapacious	nature	of	the	business	reflect	how	lust	for	wealth	knows	no	bounds.		The	writer	makes	clear	that	Juana’s	character	had	learned	early	in	her	life	that	her	body	and	beauty	were	to	be	traded	in	the	world,	which	explains	why	he	imagines	her	escape	her	Japanese	captors	by	turning	to	her	sexuality:	her	only	weapon.		After	seducing	her	Iranian	bodyguard	in	Tokyo,	with	whom	she	has	a	child	and	runs	away,	she	finds	herself	prisoner	of	another	set	of	humiliating	conditions.		This	brief	detour	via	the	Islamic	Republic	of	Iran	allows	the	novel	to	extend	its	commentary	on	the	situation	of	women	globally.		In	particular	how	modern	cities,	like	Tehran	conceal	their	background	treatment	of	fifty	percent	of	their	population.					
This	consideration	for	how	women	are	treated	around	the	globe	remains	a	central	concern	for	Gamboa	in	the	novel.		Although	the	frame	narrative	takes	the	point	of	view	of	the	Consul	who	leads	his	investigation	from	the	safe	distance	of	his	diplomatic	position,	it	is	with	Juana’s	first	person	account	of	her	life	that	the	writer	delves	deeper	into	the	tragedy	of	human	trafficking.		Her	character	is	the	more	psychologically	developed	in	the	novel	and	once	she	is	given	a	voice,	all	other	characters	take	a	secondary	role.		In	addition,	while	the	Consul	initially	gets	
															 285	involved	in	the	siblings’	case	because	Manuel	has	been	imprisoned	in	Bangkok	when	Juana	comes	into	the	picture,	she	becomes	the	one	who	needs	to	be	rescued	and	Manuel	ceases	to	be	the	center	of	the	plot.		After	all,	it	is	Juana’s	footsteps	across	the	
Tout	Monde	that	both	the	narrator	and	the	reader	are	following	in	Plegarias	
Nocturnas.		This	explains	why	Gamboa	would	end	the	novel	with	her	mysterious	disappearance	after	Manuel’s	suicide	and	with	a	puzzling	cinematic	reference	for	the	readers	to	decipher.		By	including	in	the	epilogue	a	scene	description	of	the	film	adaptation	of	Scott	Fitzgerald’s	unfinished	novel,	The	Love	of	the	Last	Tycoon,	Gamboa	not	only	gestures	at	the	influence	the	American	romantic	realist	writer	had	on	the	writing	of	this	novel,	but	also	may	be	hinting	at	how,	like	Fitzgerald’s	novel,	Juana’s	story	is	left	unfinished.429	
4.3.2	A	Meaningless	World	
In	Necropolis,	Gamboa	uses	Jose	Maturana’s	unexplainable	death	in	his	hotel	room	as	the	basis	for	plunging	into	the	world	of	a	renewed	and	peculiar	form	of	faith	and	religiosity	among	those	at	the	margins	of	society.		His	death	launches	an	investigation	that	gives	Gamboa’s	ironic	pen	the	opportunity	to	survey	a	new	form	of	religion	among	the	desperate:		the	blend	of	a	self-centered	spirituality	with	an	evangelism	obsessed	with	wealth.		This	new	form	of	belief,	according	to	the	novel’s	logic,	emerges	in	a	condition	of	crisis	and	offers	to	repair	the	brokenness	of	its	believers.		To	investigate	what	is	really	behind	the	claims	of	these	new	forms	or																																																									429	This	reading	about	Juana’s	unfinished	story	is	confirmed	since	Gamboa	brings	her	back	in	Volver	al	Oscuro	Valle,	Bogota:	Penguin	Random	House,	2016.		Scott	F.	Fitzgerald,	and	Matthew	Joseph	Bruccoli.	The	Love	of	the	Last	Tycoon:	A	Western.		Cambridge:	Cambridge	University	Press,	1993.	
															 286	religion,	and	what	those	who	believe	in	them	find	so	appealing,	Gamboa	imagines	a	writer	narrator	who	takes	on	the	role	of	detective	across	a	world	where	religion	takes	the	place	of	money,	sex,	and	power	in	man’s	quest	for	meaning	in	the	twenty-first	century.	
He	looks	with	a	critical	eye	at	the	global	and	growing	trend	of	megachurches	that	are	based	on	a	charismatic	pastor	whose	personality	appeals	to	those	who	are	suffering	from	the	social	effects	of	a	world	driven	exclusively	by	secular,	market	values.		This	is	a	transnational	phenomenon	according	to	the	novelist.		Although	pastor	Walter	de	la	Salle	emerges	out	of	a	Hispanic	ghetto	in	the	United	States,	he	transcends	national	frontiers	and	exports	his	unorthodox	form	of	religion	to	several	countries	in	Latin	America.430		The	revival	of	this	form	of	religion,	according	to	Gamboa’s	novel,	provides	those	living	within	the	margins	of	the	Tout-Monde	with	the	opportunity	to	hold	on	to	the	illusion	of	hope	and	redemption	in	a	world	that	does	not	offer	much.		The	dialogues,	rich	in	the	language	of	the	streets,	combined	with	the	descriptions	of	the	showy	and	ego-driven	personality	of	the	pastor,	reveal	the	desperation	of	those	living	amidst	the	degradation	of	the	inner	cities	across	the	globe.			
																																																								430	Gamboa	makes	this	abundantly	clear	when	he	opens	Jose	Maturana’s	presentation	at	the	Congress	with	the	pastor	declaiming	a	long	string	of	identity	labels	and	even	more	so	when	he	describes	the	ministry’s	“business”	expansion	into	Latin	America.			Necropolis,	31:	“Soy	venezolano	y	nací	en	Santo	Domingo…	Soy	panameño…	soy	cubano…	Nací	latino	en	Miami…	Soy	nica,	tico,	dominicano	y	Boricua.		Soy	cachaco	y	veneco.		Soy	plebe	y	rasta	y	soy	escoria	y	vengo	de	la	mara	y	soy	paraco	y	traqueto	y	estoy	en	la	pesada.		Soy	negro	y	zambo	y	cholo,	mestizo	e	indio…	Soy	caribeño.		Soy	latinoamericano.”		
															 287	The	recent	rise	of	fundamentalism	across	all	religions	has	been	linked	to	a	modern	phenomenon	driven	by	the	desire	to	replace	the	uncertainty	of	rapid	changing	times	of	globalization	with	a	reassuring	form	of	certainty.		Karen	Armstrong	explains	that	“militant	piety”	should	be	seen	as	a	global	and	fear-driven	response	of	the	disposed	who,	having	absorbed	the	pragmatic	rationalism	of	modernity—governed	by	reason	and	technology—	have	confused	two	aspects	of	religion.431		A	need	for	clear-cut	answers	and	the	inability	to	tolerate	ambiguous	questions—when	logos	replaces	mythos,	if	we	follow	Armstrong’s	argument—creates	an	environment	fertile	for	the	proliferation	of	distorted	forms	of	spirituality.		In	addition,	income	inequality	and	the	longing	of	those	at	the	bottom	of	society	to	partake	in	the	riches	of	the	opulent	class	have	fueled	the	growth	of	a	prosperity	gospel	movement	in	the	United	States	and	the	Global	South.		In	Blessed,	Kate	Bowler	maps	how	American	prosperity	gospel	“turned	to	the	cross	as	the	solution	to	all	human	needs	(where)	Jesus’	death	and	resurrection	abolished	not	only	sin	and	disease	but	also	poverty.”432		These	trends	discussed	by	Armstrong	and	Bowler	illuminate	the	contemporariness	of	Gamboa’s	indictment	of	the	present.					
Through	the	novel’s	external	structure,	Gamboa	makes	obvious	that	one	of	the	central	preoccupations	of	Necropolis	is	to	survey	how	a	world	in	crisis	produces																																																									431	Karen	Armstrong,	The	Battle	for	God:	Fundamentalism	in	Judaism,	Christianity	and	
Islam.	London:	Harper	Collins,	2000.		xvii-xviii:	“In	the	premodern	world	both	
mythos	and		logos	were	regarded	as	indispensable…Both	were	essential…	complementary	ways	of	arriving	at	truth…in	the	modern	world…	because	an	increasing	number	of	people	regard	scientific	rationalism	alone	as	true,	they	have	often	tried	to	turn	the	mythos	of	their	faith	into	logos.”	432	Kate	Bowler,	Blessed:	A	History	of	the	American	Prosperity	Gospel.		New	York:		Oxford	University	Press,	2013.	
															 288	aberrant	forms	of	religion.		He	spends	half	of	the	first	part	of	the	novel	recounting	how	Jose	Maturana’s	life	in	the	United	States	changes	after	his	encounter	with	the	church	called	“El	Ministerio	de	la	Misericordia”	(led	by	Walter,	the	charismatic	preacher)	and	the	third	and	final	section	of	the	novel	revolves	in	its	entirety	around	the	writer	narrator’s	investigation	of	the	reasons	behind	the	former	adherent’s	premature	death.		With	the	help	of	the	novela	negra’s	keen	investigator,	the	reader	discovers	that	after	growing	disillusioned	with	the	church’s	activities—that	is	once	Jose	had	recognized	the	financial	motivations	of	its	founder	whom	he	calls	a	false	messiah—he	publishes	a	series	of	damaging	exposés	on	the	movement.433		This	detail	casts	doubt	on	whether	Jose	had	really	committed	suicide	at	the	King	David	hotel	or	was	killed	by	another	member	of	the	church,	in	retaliation	for	his	public	pronouncements	on	the	church	and	the	idealized	founder.		
In	Gamboa’s	portrayal	of	the	movement—the	pastor,	the	church	services,	and	its	business	model—there	is	a	desire	to	highlight	the	contradictions	contributing	to	its	growth	and	ridicule	this	form	of	religious	revival.		He	locates	its	origins	in	a	modern	social	decomposition	tied	to	increasing	income	inequalities,	institutional	racism,	and	the	near	absence	of	values	in	a	world	where	money	is	the	sole	measure	for	the	good.		Men	and	women	were	not	intended	to	live	in	such	a	world,	according	to	the	writer,	which	is	why	they	desperately	seek	an	escape	from	reality.		Drugs	and	promiscuity	are	some	of	the	ways	they	alleviate	the	pain	of	having	to	live	in	a	dehumanized	world,	a	world	that	has	ceased	to	make	sense.		Gamboa’s	cartoonish																																																									433	Necropolis,	124.	“mas	se	levantaba	del	suelo	su	iamge	de	redentor	y	mas	me	pareceia	a	mi	un	falso	mesias,	lleno	de	flaquezas	y	apegado	a	cosas	banales	y	con	una	creciente	egolatria…”	
															 289	depiction	of	the	religious	movement	is	intended	to	bring	these	ideas	to	the	fore	as	explicitly	as	possible.						
The	physical	appearance	of	Walter	de	la	Salle	and	his	ability	to	translate	a	message	of	redemption	into	a	modern	world	of	despair	displays	the	coming	together	of	two	distinct	worlds—urban	crime	and	religion.		It	is	the	man’s	charisma	and	acuity	to	understand	the	culture	of	the	streets	that	propel	his	religious	movement	forward.		Gamboa	conveys	how	this	two	opposing	worlds	come	together	in	his	descriptions	of	the	man:	
	En	sus	misas,	además,	aparecía	con	el	torso	desnudo,	repleto	de	tatuajes	que	mostraban	a	Cristo	allá	en	Nazaret,	sí,	pero	también	en	los	callejones	de	un	suburbio	industrial,	predicando	entre	alcohólicos…	Su	espalda	estaba	cubierta	por	una	imagen	de	la	crucifixión	de	Jesús,	pero	en	lugar	del	monte	Gólgota,	el	Redentor	aparecía		colgado	de	una	vieja	cancha	de	baloncesto	de	Siracuse	Drive,	al	lado	de	avenidas	perforadas	y	edificios	de	fachadas	sucias	por	el	smog	en	cuyo	interior	solo	Dios	sabe	qué	dramas	ocurrían….434		[In	addition,	he’d	appear	at	his	services	stripped	to	the	waist,	his	upper	body	covered	in	tattoos	that	depicted	Christ,	not	only	in	Nazareth	but	also	in	the	back	streets	of	an	industrial	slum,	preaching	to	alcoholics	and	heroin	addicts.	His	back	was	covered	with	an	image	of	the	crucifixion,	but	instead	of	Mount	Golgotha…the	Redeemer	was	hanging	in	an	old	basketball	court	on	Syracuse	Drive,	surrounded	by	potholed	streets	and	smog-blackened	buildings	with	God	knows	what	dramas	happening	inside…]	By	invoking	his	understanding	of	their	hopelessness	and	appealing	to	the	exaltation	they	all	aspire,	the	pastor	is	able	to	channel	all	the	weight	of	their	frustration	and	unhappiness	towards	expanding	his	church.			
																																																								434	Necropolis,	48.		Necropolis,	48.	
															 290	The	church	services	reported	by	Walter	contain	all	the	showmanship	of	a	professional	manipulator	who	knows	how	people	are	suffering	and	what	they	are	longing	to	hear.		He	is	appealing	to	a	very	particular	group	of	people—the	lost	and	the	downtrodden—and	knows	how	to	speak	their	language:		
Walter	se	dejo	de	hosannas	y	les	metió	rock	y	hasta	rap	y	video	clips	de	música	de	fondo,	e	invito	a	bailarines	al	escenario	pues	decía	que	para	predicar	en	el	mundo	de	hoy	había	que	inspirarse	del	mundo	de	hoy,	que	era	el	de	la	calle,	con	música	y	sus	imágenes	duras	y	a	veces	violentas	pero	muy	reales...	si	sus	enemigos	eran	la	droga	y	la	violencia	y	la	promiscuidad,	el	debía	enfrentarlos	con	las	mismas	armas…	Su	manejo	del	micrófono	era	excelente…	con	crescendos	y	diminuendos	que	doblegaban	la	voluntad	de	la	gente,	y	el	resto	era	una	opera	popular…435	[Walter	dispensed	with	hosannas	and	had	music	videos	in	the	background,	playing	rock	and	even	rap,	and	invited	dancers	up	on	stage	behind	the	pulpit,	because	he	said	that	in	order	to	preach	in	today’s	world	you	had	to	take	your	inspiration	from	today’s	world,		the	world	of	the	street,	with	its	music	and	its	harsh,	sometimes	violent	but	very	real	images…	if	his	enemies	were	drugs	and	violence	and	promiscuity,	which	indeed	they	were,	then	he	had	to	fight	them	with	the	same	weapons…His	handling	of	the	microphone	was	excellent,	with	crescendos	and	diminuendos	that	bent	the	audience	to	his	will,	and	the	rest	was	a	real	pop	opera…]	His	sermons	are	not	grounded	on	any	Christian	text	nor	in	any	form	of	exegesis,	but	on	putting	on	a	show	just	as	exciting	as	the	drugs	and	sex	that	would	take	them	away	from	their	reality.			In	Kate	Bowler’s	formulation	to	explain	the	appeal	of	the	prosperity	gospel,	these	forms	of	religiosity	offer	“a	comprehensive	approach	to	the	human	condition.		It	sees	men	and	women	as	fallen,	but	not	broken,	and	its	shares	with	them	‘a	gospel’,	good	news	that	will	set	them	free	from	a	multitude	of	
																																																								435	Necropolis,	47,	125.	Necropolis,	48,	125.	
															 291	oppressions.”436		But	Gamboa	is	not	as	generous	in	his	portrayal	of	these	faith	movements.			
	 He	depicts	the	Machiavellian	pastor	entering	the	stage—after	making	the	audience	wait	a	long	time	to	generate	further	anticipation—with	the	initial	fanfare	of	Richard	Strauss’s	Also	sparch	Zarthustra.437		The	symbolism	of	this	musical	detail	is	not	lost	on	the	reader	who	pictures	a	man	taking	advantage	of	the	nihilism	of	the	world	around	him	to	crown	himself	a	demigod.		And	yet,	there	is	humor	in	Gamboa’s	recreation	of	the	scene.		For	the	reader	is	told	that	“	La	gente	se	paraba	en	las	sillas	y	gritaba	y	las	mujeres	mordían	las	carteras	y	se	orinaban	y	había	desmayos…	hasta	que	Walter	encendía	el	micrófono	y	gritaba,	Dios	los	esta	mirando	esta	noche!”438	Mixing	humor	with	drama	Gamboa	successfully	enters	the	psychology	of	both	the	pastor	and	its	crowd.		Despite	its	location	among	the	urban	poor—or	perhaps	because	of	it—the	church	and	its	evangelical	ministry	were	not	intended	to	alleviate	the	suffering	and	material	needs	of	its	membership,	but	followed	the	model	of	a	business.439		Walter’s	suicide—despite	his	initial	claim	of	having	found	a	restorative	spirituality—conveys	Gamboa’s	skepticism	towards	a	religious	solution	to	the																																																									436	Kate	Bowler,	Blessed.		232.	437	Necropolis,	125.		Necropolis,	125:		“luego	salia	al	scenario	en	medio	de	una	nube	de	humo,	con	un	canon	reflector	siguiendolo	y	ponderosa	musica	sinfonica,	nada	menos	que	el	Zaratustra	de	Richard	Strauss”	(and	then	go	out	on	stage	in	the	middle	of	a	cloud	of	smoke,	with	a	spotlight	following	him	and	loud	symphonic	music,	nothing	less	thatn	Zarathustra	by	Richard	Strauss)	438	Necropolis,	125.	439	Necropolis,	75.		“Las	arcas	estaban	a	reventar	de	dólares,	podridas	de	verdes…		La	gente	daba	diezmos	mensuales	y	los	viajes	evangelizadores	de	Walter,	con	misas	de	hasta	veinte	mil	personas,	eran	un	negociazo….	Nos	tirábamos	un	pedo	y	caían	monedas.	(121)	El	ministerio	de	la	Misericordia	seguía	su	imparable	ascenso,	una	institución	realmente	floreciente…	el	plano	de	la	primera	capilla	se	había	vuelto	un	modelo	y	ahora	había	seis	mas”	
															 292	modern	ailment	of	a	lack	of	meaning.		As	it	will	be	addressed	in	the	final	section	of	this	chapter,	it	is	only	art—	literature—that	can	contain	the	anguish	and	horror	of	human	experience	and	transform	it	into	a	sense	of	wonder	and	marvel	according	to	the	writer.	
Before	his	arrival	to	Wanda’s	Island,	after	evacuating	Jerusalem	to	save	his	own	life	at	the	end	of	Necropolis	the	writer	narrator	briefly	returns	to	civilization	only	to	realize	that	modern	horror	is	not	exclusive	to	Israel	and	the	countries	at	war.		In	fact,	despite	all	the	violence	they	had	witnessed	in	Israel	and	despair	they	had	heard	at	the	congress,	a	greater	tragedy	was	upon	them.		In	the	banality	and	indifference	of	the	glazed	gaze	of	the	passers-by,	Gamboa	recognizes	the	modern	dehumanization	of	men	and	women.	
No	había	bombardeos	ni	humo,	ni	el	agrio	olor	de	las	basuras;	no	había	neumáticos	ardiendo	ni	atardeceres	en	llamas…	La	ciudad	no	estaba	situada	por	la	guerra,	pero	si	por	la	banalidad	y	la	indiferencia.		El	horror	no	estaba	en	el	aire	cargado	de	polvo	y	químicos,	sino	en	los	gestos	de	los	mas	jóvenes,	en	esos	hombres	y	mujeres	que	caminaban	con	indiferencia	por	el	adoquín	de	las	plazas,	en	la	actitud	derrotada	de	los	viejos.		Ahí	estaba	el	horror…440	[There	were	no	bombings	or	smoke,	or	the	acrid	smell	of	garbage;	there	were	no	burning	tires	or	flame-lit	sunsets…	The	city	was	not	under	attack	from	enemy	armies,	only	from	the	banality	and	indifference	The	horror	wasn’t	in	the	air	filled	with	dust	and	chemicals,	but	in	the	looks	of	the	passers-by,	their	frozen	pupils,	the	gestures	of	the	younger	people,	the	men	and	women	walking	indifferently	across	the	cobbled	squares,	the	defeated	attitudes	of	the	elderly.		There	was	the	horror.]	And	realizing	that	they	had	not	really	escaped	danger	when	they	left	behind	the	war	in	Israel,	they	decide	to	find	shelter	in	Wanda’s	island,	a	metaphor	for	literature:																																																									440	Necropolis,	448.	Necropolis,		458-459.	
															 293	Cualquiera	de	las	ciudades	de	las	que	proveníamos	nos	parecieron,	de	repente,	igual	de	frías	e	inhumanas.	Igual	de	crueles…Anhelábamos	viajar	a	la	isla	a	la	que	José	había	huido,	en	la	que	decisión	establecer	su	residencia…un	pequeño	barco	en	medio	de	la	tempestad,	azotado	por	el	oleaje	y	las	tormentas.441	[All	the	cities	we	came	from	seemed	to	us,	suddenly,	equally	cold	and	inhuman,		Equally	cruel…We	were	going	to	the	island	where	José	had	fled,	and	where	he	had	chosen	to	establish	his	residence…	a	small	boat	in	the	middle	of	a	storm,	lashed	by	surging	waves	and	storms.]	But	José’s	refuge	is	not	so	much	an	actual	island,	but,	as	he	had	explained	during	his	presentation	during	the	congress,	it	was	literature:			
Me	dediqué	a	devorar	libros,	poesía	y	novelas,	vidas	ejemplares…Leía	después	de	mis	visitas	a	los	reformatorios,	a	los	antros	de	mala	muerte	y	demás	lupanares	de	la	ciudad…y	lo	primero	que	note	es	que	la	vida	real	era	pobre	comparada	con	las	vidas	de	los	libros;	en	los	libros	había	harmonía	y	complejidad	y	las	vainas	mas	jodidas	aparecen	con	un	resplandor	de	belleza,	eso	noté	al	leer	a	Dostoievski	y	a	Dickens	y	a	Böll…442	[I	also	devoted	myself	to	devouring	books,	poetry	and	novels,	exemplary	lives…	I’d	read	after	my	Bible-thumping	visits	to	reformatories	and	crack	dens	and	other	places	of	ill	repute	in	the	city…	and	the	first	thing	I	realized	was	that	real	life	was	poor	compared	with	the	lives	in	books;	in	books	there	was	harmony	and	complexity	and	the	most	fucked-up	things	had	a	sheen	of	beauty,	I	noticed	that	when	I	read	Dostoyevsky	and	Dickens	and	Böll…]		To	compensate	for	the	human	degeneracy	Jose	witnesses	in	rehabilitation	centers,	brothels,	and	seedy	gathering	places,	he	reads.		He	finds	shelter	in	novels	and	comfort	in	their	beauty,	recognizing	that	art,	insofar	as	it	embodies	human	ideals,	surpasses	men	and	women’s	individual	tragedies.		Through	José,	Gamboa	pays	homage	to	three	masters	of	realism,	writers	from	Russia,	England,	and	Germany	who	entered	the	canon	of	Western	literature	and	with	whom	he	attempts—																																																								441	Ibid.	442	Necropolis,	127.	Necropolis,		127.	
															 294	successfully—to	establish	a	dialogue.		Gamboa	aspires	to	Dostoyevsky’s	psychological	complexity	to	convey	the	inner	turmoil	of	the	individual	at	a	time	when	national	borders	have	ceased	to	contain	experience,	the	character	development	and	realist	depictions	of	Dickens	to	give	life	to	marginal	characters	living	within	the	underworld	of	globalization,	and	the	power	of	Böll	to	effect	a	rebirth	out	of	annihilation,	a	resurrection	of	meaning	in	a	twenty-first	century	in	chaos.443					
4.4	La	Possibilité	d’une	Ile	
	The	redemptory	quality	of	writing	comes	into	view	in	every	one	of	his	novels.		From	the	ashes	of	death	in	Necropolis,	out	of	failure	of	saving	Manuel’s	life	in	
Plegarias	Nocturnas,	and	from	within	the	immigrant’s	despair	in	El	Sindrome	de	
Ulises	emerges	the	possibility	of	an	island.		This	island	is	the	literary	project	each	one	of	these	novels	imagines	as	one	of	its	characters	describes	his	vow	to	start	a	new	book.		The	consul	gathers	the	fragments	of	his	memories	of	Juana	and	Manuel	in	Bangkok	to	write	the	book	the	reader	has	in	his	hands;	Gaston	collects	the	details	about	Nestor’s	life	to	write	the	story	of	an	immigrant	in	Paris;	EH,	the	anonymous	writer-narrator	in	Jerusalem	accepts	the	challenge	to	write	a	novel	about	the	life	of	the	dead	minister	Jose	Maturana.		Gamboa	fictionalizes	the	genesis	of	his	texts	from	within	themselves	as	if	to	rescue	his	characters	from	the	failure	and	death	his	plots	had	imagined.		These	self-referential	moments	within	the	novels	constitute	the	
																																																								443	“Nobel	Prize	in	Literature	1972	-	Press	Release".	Nobelprize.org.	Nobel	Media	AB	2014.	Web.	28	Jan	2017.	
															 295	writer’s	meditation	on	the	limits—and	more	importantly—the	possibilities	of	representation.			
Much	like	Las	Meninas	shows	Velazquez	looking	back	at	its	viewers	in	the	painting	made	famous	by	Foucault	in	Les	Mots	et	les	choses,	El	Sindrome	de	Ulises,	
Nécropolis	and	Plegarias	Nocturnas	reveal	Santiago	Gamboa	staring	back	at	its	readers.		The	writer	wants	to	make	vivid	and	palpable	the	distance	between	a	perverse,	cruel,	imperfect	reality	he	has	put	so	much	effort	in	recreating	and	the	novel’s	parallel	universe	of	beauty,	completeness,	perfection.		This	is	where	Gamboa’s	poetics	of	failure	rests.		In	the	artist’s	attempt	to	repair	reality,	transform	failure	via	the	imagination,	escape	the	limits	of	death	and	humanity	by	aspiring	to	the	everlasting	immortality	of	the	text.		This	recourse	to	self-reflexivity	in	fiction,	according	to	Robert	Alter,	is	part	of	long	tradition	of	writers	that	started	with	Miguel	de	Cervantes	and	rests	on	a	paradox:	skeptical	of	fiction—since	they	are	aware	of	the	limits	of	representation—they	continue	to	believe	in	the	imagination’s	ability	to	change	and	liberate	reality.444		In	this	way,	Gamboa	creates	a	bond	of	intimacy	with	his	reader	to	mark	his	rupture	with	Colombian,	Latin	American	and	Global	South	writing.		These	fictions	had	self-enclosed	the	imagination	within	themes,	geographies	and	problems	that	rarely	ventured	outside	of	their	immediate	reality.		
																																																								444	Robert	Alter,	Partial	Magic:	The	Novel	as	a	Self-Conscious	Genre.	Berkeley,	University	of	California	Press,	1975.		xi,		Alter	defines	the	self-conscious	novel	as	“one	in	which	from	beginning	to	end,	through	the	style,	the	handling	of	the	narrative	viewpoint,	the	names	and	words	imposed	on	the	characters,	the	patterning	of	the	narration,	the	nature	of	the	characters	and	what	befalls	them,	there	is	a	consistent	effort	to	convey	to	us	a	sense	of	the	fictional	world	as	an	authorial	construct	set	up	against	a	background	of	literary	tradition	and	convention.”	
															 296	In	contrast,	Gamboa’s	novels	refuse	to	stay	within	those	geographical	parameters	and	invite	the	reader	to	come	along	with	them.		
In	Plegarias	Nocturnas	this	literary	project	is	announced	from	the	first	page	of	the	book	when	the	consul	describes	his	need	to	return	to	Bangkok	and	plunges	into	a	long	flash-back	in	order	to	remember,	relive	and	write	down	a	story	that	changed	his	life	and	find	some	meaning	in	his	empty	life.		The	book	is	thus	his	way	to	come	to	terms	with	the	tragic	events	he	could	not	control	and	to	make	sense	of	his	own	failure.		He	explains	his	need	to	return	to	the	city	as	follows:		
Vine	a	Bangkok	con	el	animo	de	recordar.	Ver	de	nuevo	lo	que	viví	hace	unos	años	en	esta	ciudad	aunque	con	otra	luz	…	Es	precisamente	eso	lo	que	busco:	palabras.		Reconstruir	una	historia	para	contarla…	Una	vieja	historia	atrapada	en	una	ciudad,	que	se	abre	hacia	otras…445		[I	came	to	Bangkok	intending	to	remember.		To	look	again	at	what	I	lived	through	in	this	city	a	few	years	ago,	but	in	another	light…that’s	precisely	what	I’m	looking	for:	words.		I	want	to	reconstruct	a	story	in	order	to	tell	it…	An	old	story	trapped	inside	a	city,	which	opens	up	unto	others…]	A	book	that	recounts	the	tragedy	of	Manuel	and	Juana	performs	two	functions:		first,	it	transforms	the	sibling’s	failed	attempt	to	be	reunited	in	Bangkok	into	a	poetic	memory	of	their	lives.		Second,	it	accomplishes	what	they	had	desired	from	their	youth:		to	escape	the	confining	space	of	Colombia	and	see	the	world,	the	Tout-
Monde.		
	 Similarly,	in	Necropolis	when	Gamboa	imagines	the	birth	of	the	novel	in	a	dialogue	between	two	of	his	characters,	he	is	calling	attention	to	his	own	artifice	as	a	novelist.		This	self-conscious	moment,	with	Sabina	Vidovelli	commissioning	the																																																									445	Plegarias	Nocturnas,	14.		Night	Prayers,	18.			
															 297	writer-narrator	to	memorialize	the	life	of	Jose	Maturana	with	a	novel,	allows	the	writer	to	invite	his	readers	to	believe	in	the	power	of	stories	and	come	out	of	a	passive	form	of	reading:	
No	lo	convoque	únicamente	para	contarle	nuestras	batallas,	sino	porque	queremos	que	se	una	a	ellas,	que	luche	en	nuestro	lado,	que	entre	a	formar	parte	…	como	generador	de	historias,	empezando	por	la	de	Jose	Maturana…	que	narre	esa	aventura...	que	regrese	a	los	orígenes	y	a	los	grandes	secretos,	que	se	haga	preguntas	por	lo	divino	y	lo	humano	y	nos	indique	el	camino…446		[I	didn’t	ask	you	here	only	to	tell	you	about	our	battles,	but	because	we	want	you	to	join	us,	to	fight	at	our	side,	to	join…	as	a	creator	of	stories,	beginning	with	the	story	of	José	Maturana…We’ve	imagined	a	movie	that	tells	that	adventure,	that	goes	back	to	the	beginnings,	to	the	great	secrets	of	life,	that	asks	questions	about	the	divine	and	the	human	and	show	us	a	way…]	Whereas	Sabina	is	addressing	the	narrator,	Gamboa	is	also	addressing	his	reader	as	if	to	say	“don’t	be	content	with	just	reading,	but	acknowledge	that	the	lives	experienced	in	fiction	can	be	just	as	real	and	powerful	as	those	outside	of	them.”		This	constitutes	an	invitation—on	the	part	of	Gamboa—for	the	reader	to	believe	in	fiction	again.		In	a	world	that	has	ceased	to	provide	meaning,	and	has	eroded	old	values	amidst	the	degeneration	of	human	violence,	the	book	emerges	as	the	last	possibility	to	order.			
	 And	this	is	precisely	what	Gaston	spells	out	at	the	end	of	El	Sindrome	de	
Ulises	when	he	decides	to	write	a	book	about	Nestor’s	life	as	a	strategy	to	overcome	the	deep	sense	of	mourning	over	this	lost	friend.		Faced	with	the	absurd	disappearance	of	a	man	he	loved,	and	about	whom	he	knew	so	little	about,	he	hopes	
																																																								446	Necropolis,	385.	Necropolis,	396.		
															 298	to	bring	Nestor	back	to	life	through	the	artifice	of	the	book.		He	explains	to	the	narrator:		
Me	basta	abrir	los	ojos	y	ver	el	mundo	desde	mi	ventana,	desde	estos	dos	ojos	que	son	como	mis	ventanas,	y	soportarlo…	he	estado	escribiendo,	tal	vez	sea	una	memoria,	un	libro	triste	pero	verdadero,	la	historia	de	Néstor…al	final	el	gran	regalo	de	Néstor	fue	su	propia	historia…	todo	lo	que	estamos	obligados	a	saber	y	descubrimos	después,	cuando	las	personas	ya	no	están…447	The	loss	and	failure	of	human	life	can	only	be	reclaimed	through	the	imagination	and	its	power	to	counter	death	and	destruction.			
Santiago	Gamboa’s	in	depth	knowledge	of	obscure	details	about	cultures	geographically	distant	from	his	own	as	well	as	his	comprehensive	portrayal	of	the	cities,	streets,	foods,	and	small	corners	of	various	places	in	the	world	are	not	intended	to	flaunt	a	form	of	cosmopolitanism	and	detachment	from	the	local,	like	critics	of	this	“worldly”	poetics	would	like	to	suggest.		Rather,	it	functions	as	his	creative	strategy	to	make	real	what	has	been	long	considered	as	an	exotic	and	forbidden	place	for	the	Latin	American	imagination.		And	although	for	Gamboa	travel	is	a	key	element	in	the	nourishment	of	his	commitment	to	making	literature	and	understanding	other	men,	many	of	the	details	he	shares	with	the	reader	are	borrowed	from	other	books,	from	his	own	travels	of	the	Tout-Monde	via	literature.			
The	intertextuality	that	traverses	his	works,	along	with	the	images,	characters,	and	ideas	of	Western	culture	that	weave	in	and	out	of	his	novels	show	that	he	has	escaped	the	prison	of	a	national	tradition	that	was	too	confining.		
																																																								447	El	Sindrome	de	Ulises,	343.	
															 299	Santiago	Gamboa	does	not	follow	a	geopolitical	ordering	of	the	world,	has	crossed	the	linguistic	barrier	that	tends	to	distance	writers,	and	lives	rather	in	the	World	Republic	of	Letters.		Self-exiled	from	Colombia	for	many	years	(although	he	just	returned	to	Cali),	an	outsider	in	Europe	and	Asia	for	part	of	his	adult	life,	he	has	made	his	home	in	the	Tout	Monde	of	literature,	or	to	borrow	the	French	writer’s	title,	since	Michel	Houellebecq	finds	several	echoes	in	Gamboa’s	works,	literature	has	become	“La	Possibilitée	d’une	île”.448		In	this	boundless	imaginary	world,	populated	by	criminals	and	immigrants,	full	of	violence	and	bizarre	ways	to	cope	with	it,	linguistic	manipulation	and	creativity	strive	to	substitute	empirical	reality	since,	at	least	according	to	Gamboa,	the	writer’s	work	surpasses	all	other	human	activities.					
	 As	the	two	preceding	chapters	have	argued,	representations	of	death	for	two	writers	in	the	Global	South	have	functioned	as	a	literary	strategy	to	dislocate	writing	from	a	position	of	postcoloniality.		If	Rene	Depestre	deploys	the	figure	of	the	zombie	to	release	Haiti	from	the	trap	of	a	nationalist	discourse	grounded	on	negritude	while	setting	free	Haitians	from	the	passive	role	of	Global	South	victims	and	Maryse	Condé	exploits	mourning	as	a	space	to	deconstruct	collective	myths	about	racial	identity	and	cultural	belonging	in	West	Indian	writing	to	unbind	individual	creativity,	for	Santiago	Gamboa	violent	crime	and	his	engagement	with	novela	negra	allow	him	to	enter	spaces	unexplored	by	fellow	Colombian	writers.		He	upends	the	invisible	boundaries	that	had	held	other	writers	hostage	into	representing	a	national	reality,	a	political	climate	that	never	ventured	outside	of	its	borders.		It	is	in	Gamboa’s																																																									448	Michel	Houellebecq,	La	Possibilité	d’une	île.		Paris:		Fayard,	2005.	
															 300	commitment	to	enter	the	conversation	with	a	world	tradition,	through	the	Latin	American	hard-boiled	detective	genre	or	novela	negra	that	he	breaks	from	a	position	of	coloniality	and	proposes	a	vision	of	relationship	to	the	rest	of	the	world	for	writers	in	the	Global	South.		This	poetics	of	dislocation	is	both	liberating	and	expansive.			
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Conclusion 
The	writer…must	be	wary	of	every	Dream	and	every	nation,	even	his	own	nation.	Perhaps	his	own	nation	more	than	any	other,	precisely	because	it	was	his	own.			Ta-Nehisi	Coates,	Between	the	World	and	Me			 Narratives	of	Death	and	Violence	has	attempted	to	situate	and	address	the	prevalence	of	themes	of	death	in	the	literature	of	the	French	West	Indies	and	Colombia,	underscoring	how	this	recurring	theme	is	not	solely	intended	to	denounce	past	events	but	rather	directs	its	eyes	towards	the	present	and	the	future.		The	research	brings	together	representations	of	death	in	works	by	René	Depestre,	Maryse	Condé	and	Santiago	Gamboa	around	a	common	preoccupation	with	releasing	the	literatures	of	Haiti,	Guadeloupe	and	Colombia	from	a	condition	of	isolation	vis-à-vis	the	rest	of	the	world,	and	its	inhabitants	from	a	position	of	victimhood	in	regards	to	history.		Zombies	in	the	works	of	Depestre,	the	space	of	mourning	in	Condé’s	novels,	and	the	underworld	of	crime	in	Gamboa’s	writing	go	beyond	recounting	a	national	tragedy	that	traces	its	roots	to	colonial	and	postcolonial	conditions.		Instead,	by	exploring	death	these	writers	describe	the	emergence	of	a	global	consciousness	that	does	not	feel	confined	by	national,	linguistic,	religious,	or	geographical	frontiers.		It	represents	a	new	mapping	of	the	world’s	imagination.			
	 This	transnational	imagination	gets	progressively	detached	from	a	vision	of	the	world	as	composed	of	separate	and	distinct	cultures,	and	describes	how	we	are	living	in	a	universe	of	accelerating	connections	between	distant	geographical	places.		
															 302	Lines	or	pathways	of	relationship	linking	different	parts	of	the	globe	replace	the	borders	that	had	kept	them	apart.		The	works	included	in	this	study	document	this	transformation	by	thematizing	travel	and	depicting	characters	whose	lives	is	not	bound	either	to	one	location	on	a	map	or	to	a	native	land,	but	opens	instead	towards	the	world.		Cap’tain	Zombi	in	Un	Arc-en-ciel	pour	l’Occident	chrétien	travels	to	Alabama,	the	Congo	and	Chicago.		Rosélie	in	Histoire	de	la	femme	cannibale	settles	in	Cape	Town,	but	has	lived	in	New	York	and	Paris.		Juana’s	story	in	Plegarias	
nocturnas	straddles	several	Asian	cities:	Tokyo,	Tehran	and	Bangkok	are	the	backdrop	of	her	search	for	her	brother.			
	 Such	is	the	logic	that	underwrites	bringing	together	Haiti,	Guadeloupe	and	Colombia.		These	three	nations	and	their	literatures	belong	to	two	separate	disciplinary	traditions	despite	sharing	comparable	experiences	of	European	colonization	and	a	history	of	common	aesthetic	preoccupations—finding	an	
authentic	voice,	differentiating	their	writing	from	European	forms,	narrating	an	
exceptional	national	experience.		Traveling	such	a	similar	road,	the	French	Caribbean	and	Latin	America	still	find	a	wedge	that	separates	them.		This	research	project	started	with	the	two	connected	observations	that,	on	the	one	hand,	representations	of	death	had	more	to	say	than	recounting	past	wrongs	and,	on	the	other,	Depestre,	Condé	and	Gamboa	shared	a	similar	Global	South	poetics	of	dislocation	in	their	writing.			
	 In	the	preceding	chapters	it	was	proposed	that	a	new	transnational	consciousness	finds	expression	in	the	fiction	of	the	Global	South,	and	that	
															 303	representation	of	death—via	the	zombie,	mourning	and	violent	crime—	function	as	a	narrative	strategy	to	render	visible	this	change	in	perspective.				 Chapter	one	“Dislocation	and	the	Global	South”	set	the	stage	for	launching	the	discussion	by	providing	a	definition	of	the	Global	South	and	how	this	new	concept—conveying	a	symbolic	re-ordering	of	the	world	after	the	end	of	the	Cold	War—is	both	a	geopolitical	situation	and	an	emancipatory	project.		The	chapter	then	provided	a	synopsis	of	four	important	imaginative	strategies	in	the	French	Caribbean	and	Latin	America	that	preceded	the	birth	of	the	idea	of	Global	South	to	demonstrate	how	Depestre’s,	Condé’s	and	Gamboa’s	writing	converses	with	these	existing	literary	practices.		Haitian	Indigénisme,	Négritude,	Créolité	and	Realismo	
Mágico	are	outlined	against	a	historical	frame	to	contrast	how	Depestre,	Condé	and	Gamboa	withdraw	from	their	own	national	literary	spaces.			
	 Chapter	two	“The	Third	Space	of	Death:	Depestrian	Zombies	and	Creolization”	shows	that	Depestre	revalorizes	the	figure	of	the	zombie—an	outright	negative	character	in	the	Haitian	imagination—	to	release	Haiti	from	a	position	of	collective	self-loathing	and	imprisonment.		While	Haitian	writers	ascribe	a	collection	of	national	ills	to	this	liminal	figure	(alienation,	collective	impotence,	madness,	violence)	for	Depestre,	the	zombie	not	only	carries	the	seed	of	individual	rebellion,	but	also	conveys	the	creative	negotiations	of	the	Creole.		
	 Chapter	three	“Mourning	and	Betrayal:	from	Collective	Myth	to	Individual	Lucidity”	demonstrates	how	Condé	uses	grief	to	deconstruct	a	series	of	collective	narratives—racial	solidarity,	racial	reconciliation,	and	the	idea	of	a	cultural	
															 304	community—to	liberate	the	individual	from	constrictive	impositions	of	a	French	West	Indian	society.		Only	after	a	painful	arrival	to	lucidity	can	the	individual	regain	his	freedom	and	re-enter	the	world.		Chapter	four	“Santiago	Gamboa’s	Poetics	of	Failure”	establishes	that	Gamboa	portrays	crime	and	death	across	the	Tout-monde	to	counter	the	apocalyptic	vision	of	Colombia	that	prevails	among	his	contemporaries.		By	removing	Colombia	from	the	center	of	his	plots,	he	not	only	expands	the	themes	and	questions	available	to	him	as	a	writer,	but	also	liberates	writing	from	having	to	portray	a	national	or	local	specificity.						
	 René	Depetre,	Maryse	Condé	and	Santiago	Gamboa’s	efforts	to	release	the	creative	imagination	of	the	demands	of	their	countries	of	their	birth—as	it	has	been	explored	in	readings	of	zombies,	mourning,	and	violent	crime—allow	us	to	map	a	gradual	and	growing	transnational	consciousness	within	the	Global	South.		This	effort	to	extricate	their	writing	from	having	to	represent	an	authentic,	politically	engaged	national	experience	is	the	very	condition	for	their	participation—as	equals—in	the	World	Republic	of	Letters	theorized	by	Pascale	Casanova.		If	the	Global	South,	in	its	very	configuration	as	a	new	ordering	of	the	world,	attempts	to	transcend	the	inequalities	of	a	colonial	legacy,	then	to	write	away	from	the	native	land,	to	replace	notions	of	authentic	autochthonous	cultures,	and	to	be	released	from	depicting	a	reality	circumscribed	by	the	very	borders	imposed	by	a	history	of	colonialism	is	to	successfully	challenge	its	legacy	in	the	present.			
	 Narratives	of	death	and	violence	pushes	the	boundaries	of	the	fields	of	Francophone	and	Latin	American	studies	not	just	because	it	brings	together	two	
															 305	linguistic	traditions,	but	also	insofar	as	it	raises	the	question	of	how	these	disciplines	take	for	granted	the	nation	as	a	precondition	for	knowledge,	that	is,	as	a	natural	unit	of	analysis.		Much	of	our	understanding	of	literature	has	been	acquired	through	looking	at	a	frame	that	displays	a	static	image:	the	nation.		As	literary	critics,	how	do	we	study	writers	who	defy	these	labels?		Although	this	is	not	a	new	question	since	many	writers	before	Depestre,	Condé	and	Gamboa	have	straddled	several	cultures,	their	attitude	towards	it	would	seem	as	if	this	is	a	new	trend	in	literature.		At	a	political	and	historical	moment	when	nations	in	Europe	and	North	America	are	tempted	by	a	return	to	the	certainties	of	a	closed	nation-state	and	a	retreat	within	the	safeties	of	national	identities—both	cultural	and	geographical—	the	issues	raised	by	Depestre,	Condé	and	Gamboa	offer	poignantly	relevant	strategies	for	rethinking	notions	of	community	and	individual	freedom.	
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